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THE    PEDAL   ORGAN: 

ITS  HISTORY,  DESIGN  AND  CONTROL. 


Introductory. 

I  AM  sincerely  obliged  to  you  for  the  compliment  paid 
me  in  the  first  instance  by  your  election  of  me  as  an 
Honorary  Fellow  of  the  Incorporated  Guild  of  Church 
Musicians,  and  in  the  second  by  your  asking  me  to 
deliver  the  lecture  which  follows.  I  suppose  that  no 
man  has  suffered  more  keenly  than  I  have  done  in 
endeavouring  to  eliminate  from  the  very  beautiful  and 
magnificent  art  which  I  profess  all  that  is  sordid  and 
inartistic,  and  the  recognition  is,  I  confess,  grateful  to  me. 
It  strengthens  one  in  the  denunciation  of  the  absurdities 
and  anomalies  that  one  finds  in  the  organ.  I  say  recog- 
nition; not  necessarily  approval.  I  do  not  ask  you  to 
approve  :  that  must  be  left  to  your  artistic  sense.  More- 
over, if  recognition  be  as  the  breath  of  life  to  the  reformer, 
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criticism  is  as  that  of  progress.  If  criticism  is  favourable 
it  is  encouraging.  If  adverse — I  do  not  of  course  refer 
to  mere  mud-throwing  or  obstructive  old-f ogeyism ;  for  I 
get  plenty  of  this — one  knows  what  one  has  to  improve. 
I  trust,  therefore,  that  I  may  receive  from  you  all  reason- 
able criticism.     So  far  I  have  had  but  little. 

In  all  matters  of  reform  one  has  to  appeal  to  the 
young.  The  artist,  or  rather  the  poet — the  poet  of  words, 
of  form,  of  colour,  of  sound,  of  motion — is  the  favoured 
of  the  gods  and  "  whom  the  gods  love  die  young." 
Young  :  that  is  not  in  years  but  in  spirit :  keenly  alive, 
to  the  last,  to  everything  that  advances  or  improves  their 
respective  art :  like  my  dear  old  friend  Doctor  Hopkins, 
who  thus  left  us  in  octogenarian  youth.  I  doubt  not  but 
that  some  of  you,  however  old  in  years,  are  young  enough 
in  spirit  to  take  a  more  enlightened  view  of  the  organ 
than  is  at  present  prevalent. 

In  all  improvements  in  art  one  is  confronted  with  the 
difficulty  that  there  are  artists  who  have  deservedly 
attained  to  positions  of  influence,  though  the  labour,  par- 
ticularly in  the  musical  profession,  has  been  too  arduous 
for  that  success  until  late  in  life,  when  anything  new  or 
unaccustomed  is  a  disturbing  element.  Thus  there  is  a 
desire,  quite  comprehensible,  to  adhere  to  defective  and 
imperfect,  even  if  more  difficult,  methods,  rather  than  to 
resort  to  new  ones,  artistic  and  facile  though  they  be  in 
themselves.  I  would  instance  the  pianoforte,  the  pedal 
harp,  the  Boehm  flute,  the  valved  horn,  all  of  which  on 
their  introduction  were  bitterly  assailed  by  those  who 
were  professors  of  the  older  forms  of  those  instruments. 
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In  the  case  of  the  organ  there  is  the  further  difficulty 
that  one  does  not  carry  it  about ;  so  that  it  is  only  reason- 
able that  at  least  the  "  outer  timbers  "  be  in  approximate 
uniformity.  Everything  necessary  for  reform  can  readily 
be  adopted,  however,  without  material  divergence  from 
this  condition.  In  this  matter  the  well-meant  effort  of  the 
Royal  College  of  Organists  had  my  warm  sympathy  and 
I  much  regret  that  instead  of  abandoning  that  attempt 
they  did  not  go  on,  recognising  the  progress  that  had 
since  been  made.  If  they  wait  until  the  last  word  has 
been  said  in  organ  improvement  they  will  wait  until  the 
Greek  Kalends. 

The  initial  and  fundamental  mistake  made  by  the 
College  was,  however,  a  grave  one.  Instead  of  first 
settling  important  principles  and  insisting  on  all  details 
being  brought  into  conformity  therewith,  the  most  im- 
portant matters  were  settled  upon  mere  personal  predilec- 
tion, thus  affording  no  hope  of  permanence  or  general 
acceptance.  For  instance,  as  regards  the  recently  dis- 
carded pedal-board.  They  recognised  radiation,  termed 
concavity,  in  the  vertical  plane :  they  recognised  it  in 
regard  to  the  sharp  keys  in  the  horizontal  plane;  but 
repudiated  it  in  regard  to  the  naturals.  Thus  it  was  a 
house  divided  against  itself,  with  the  inevitable  result. 
But  the  principle  of  radiation  was  right  or  was  wrong,  and 
it  should  have  been  either  adopted  or  rejected  throughout. 
I  am  heartily  glad  to  hear  of  the  adoption  of  the  concave- 
radiated  board;  convenient,  logical,  mathematical,  ana- 
tomical; but  if  the  principle  had  been  recognised  at  first 
there  never  would  have  been  any  other.     One  can,  how- 
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ever,  give  credit  for  the  courage  which  has  frankly 
admitted  the  mistake  and  has  literally  "  faced  the  music.'* 

Again,  the  R.C.O.  in  1882  expressed  a  wish  for  control 
of  the  couplers  and  I  then  pointed  out  that  the  only 
method  possible  was  to  recognise  the  principle  that 
couplers  must  be  regarded  as  stops  of  the  department  to 
whose  resources  they  add,  and  that  they  must  be  specified, 
grouped  and  controlled  accordingly.  I  am  aware  that 
there  is  much  prejudice  or  predilection  antagonistic  to 
this  theory;  but  it  is  the  only  intelligible  principle  and 
it  is  bound  to  obtain  universally. 

It  is  not  uncommon  to  find  an  organ  with  even  two 
dozen  couplers  of  varied  functions,  and  the  method  in- 
dicated is  the  only  one  readily  to  find  them,  or  to  read 
their  position  and  effect,  much  more  to  control  them. 

I  make  these  remarks  in  no  captious  spirit,  merely  to 
show  that  details  must  be  subordinated  to  principles. 
That  is  the  only  course  that  affords  any  hope  of 
uniformity  and  permanence. 
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THE    PEDAL    ORGAN. 

WE  now  come  to  the  special  subject  for  this  evening's 
discourse,  viz.,  the  pedal  organ.  I  shall  glance 
at  its  history  as  a  thing  of  course  interesting  in  itself, 
but  chiefly  to  show  how  by  neglect  of  a  leading  principle 
it  has  never,  either  in  design  or  control,  attained  in  this 
country  the  position  to  which  so  unique  and  magnificent 
a  feature  is  entitled.  As,  moreover,  I  hold  that  mere 
destructive  criticism  is  of  but  little  use  in  the  absence 
of  suggestions  of  constructive  remedy,  I  propose  to 
show,  as  a  matter  of  detail,  how,  while  recognising  to 
the  full  the  principles  on  which  we  must  proceed,  we  may 
with  efficiency  and  reasonable  economy  remedy  existing 
defects.  No  feature  of  the  organ  has  in  this  country 
suffered  so  much  from  prejudice,  ignorance  and  rule-of- 
thumb  as  has  the  pedal  organ :  above  all,  none  has 
suffered  so  much  from  lack  of  observance  of  some  guiding 
principle. 

The  origin  of  the  pedal  organ  may,  I  think,  be  found 
in  a  drone  note,  antecedent  to  any  progressive  harmony. 
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In  drawings  of  ancient  Portatives  the  use  of  such  a  drone 
note  is  clearly  indicated  by  a  latching  arrangement,  and 
of  course  you  are  familiar  with  the  drone  of  the  vielle  and 
the  bagpipe,  the  latter  an  instrument  of  which  it  has  been 
said  that  it  is  an  organ  resolved  into  its  constituent  ele- 
ments. Such  drone  notes  continue  in  late  use,  as  in  the 
musette  passages  of  a  minuet.  We  have  the  term 
"  Bourdon "  or  "  Burden "  for  the  continually  recurrent 
note  or  phrase  of  old  songs.  Above  all,  we  have  the 
"pedal"  or  "pedal  point"  of  a  fugue.  That  is  the  entry 
of  the  drone  note,  usually  as  a  climax.  Now  in  a  positive 
or  fixed  organ  the  convenience  of  using  a  pedal  for  the 
drone  note,  instead  of  the  less  convenient  latch,  would 
soon  suggest  itself,  followed  by  such  pedals  as  would 
give  a  choice  of  drone  notes  :  for  many  old  illustrations 
show  such  pedals  as  would  not  allow  of  anything  like 
elaborate  execution,  say,  of  a  fugal  subject. 

Pedals  in  such  forms  as  would  allow  of  execution, 
appear,  however,  to  have  been  in  use  in  the  middle  of  the 
fourteenth  century  at  latest.  The  pedal  clavier  and  organ 
appear  at  Beeskow  in  141 8,  but  Pretorius  states  that  both 
existed  in  the  organ  at  Halberstadt,  1359-61.  Rimbault 
indeed  suggests  that  they  were  added  to  the  latter  organ 
on  its  restoration  by  Kleng  in  1494;  but  seeing  that  the 
pedal,  like  other  improvements,  was  doubtless  of  gradual 
growth,  while  it  appears  to  have  been  in  fairly  advanced 
form  at  Beeskow,  I  see  no  reason  for  this  surmise.  It  is 
probable  enough  that  at  Halberstadt  the  pedals  were  in 
more  crude  form  than  at  Beeskow.  In  any  case  the  his- 
torical statements  of  Pretorius  are  more  trustworthy  than 
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Lower  Manual. 
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the  conjectures  of  Rimbault  or  anyone  else.  The  old 
builders  were  much  cleverer  fellows  than  their  modern 
successors  seem  to  think  them.  Mr.  Abdy  Williams  con- 
siders that  in  1470  a  German  organ  without  pedals  would 
have  been  considered  more  remarkable  than  one  furnished 
with  them. 

Be  this  as  it  may,  there  can  be  no  doubt  but  that  the 
pedals  provided  means  for  extrication  from  what  I  must 
call  the  dilemma  of  organ-playing,  besides,  perhaps,  pro- 
viding convenient  distribution  over  the  physical  powers 
of  the  performer,  of  the  excessive  labour  of  playing  a 
large  old  organ,  just  as  similar  labour  is  even  yet  dis- 
tributed in  carillon  playing. 

By  "the  dilemma  of  organ-playing"  I  mean  the  fact 
that  on  the  one  hand  the  full  harmonies  of  the  organ, 
particularly  in  the  finest  polyphonic  music,  demand  that 
the  hands  shall,  as  a  rule,  be  kept  together,  generally  near 
the  middle  of  the  manuals;  while,  on  the  other  hand,  the 
organ  is  singularly  ineffective  without  the  characteristic 
deep  bass  tones.  Thus  it  was  of  little  use  prolonging  the 
manual  clavier  downwards,  as  in  old  English  organs; 
for  the  deep  notes  were  out  of  reach.  Even  as  it  is  the 
C  compass  might  be  shortened,  in  many  cases  with  im- 
proved effect,  though  of  course  the  vast  mass  of  music 
written  for  C  compass  makes  any  further  alteration  in  that 
direction  absolutely  impossible  in  the  case  of  an  organ 
with  pedals.  We  have  now  arrived  at  the  fact,  recognised 
for  450  years  in  Germany,  that  the  basses  of  the  organ 
must  be  assigned  to  the  pedal.     The  German  recognition 
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is  shown  by  Dr.  Hopkins  in  such  statements  as  the 
following : 

Par.  1232. — "In  Germany  most  of  the  pedal  stops  are 
properly  viewed  as  simply  basses  to  some  of  the  manual 
stops.  This  being  the  case,  their  scales  exhibit  but  a 
very  slight  advance  upon  those  of  the  manuals,  one  pipe 
only  frequently  being  the  extent  of  the  difference." 

[This  difference  of  "one  pipe,"  i.e.,  a  difference  of 
diameter  equivalent  to  the  difference  of  diameter  of  two 
pipes  one  semitone  apart,  is  a  well-known  device  to  avoid 
the  defect  called  "sympathy."] 

Par.  934. — "In  Germany  the  16  feet  range  is  viewed  as 
the  most  correct  one  for  the  organ  stops,  but  not  for  the 
organ  manuals.  The  pedal  is  justly  considered  as  the 
only  proper  place  for  their  bass.  This  is  conclusively 
shown  in  German  specifications,  where  to  a  Principal  of 
8  feet  on  the  manual  there  is  a  Principal  of  16  feet  on 
the  pedal ;  to  the  '  Octave  4  feet '  on  the  manual  an 
1  Octave  8  feet '  on  the  pedal  ....  and  so  on." 

Par.  933. — "  The  advocates  for  long  and  short  manuals 
appear  to  be  agreed  on  one  very  important  point,  namely, 
that  the  16  feet  range  is  the  correct  one  for  as  many  of 
the  organ  stops  as  possible,  the  point  of  difference  being 
as  to  where  the  large  pipes  should  be  planted,  whether 
on  the  manuals  or  on  the  pedal." 

Par.  1099. — "The  pedal  organ  should  contain  a  'bass* 
to  as  many  of  the  leading  manual  stops  as  possible.  The 
minimum  number  of  pedal  stops  in  Germany  is  equal  to 
one-third  of  the  number  of  the  Great  Organ.     The  maxi- 
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mum  number  is  one-third  of  the  number  of  manual  stops 
in  the  entire  organ." 

Needless  to  say,  this  takes  it  for  granted  that  the 
"  Great "  is  the  largest  division  of  the  organ.  Of  course, 
too,  the  more  important  the  artistic  pretensions  of  the 
organ  the  more  nearly  the  pedal  stops  will  approach  the 
maximum. 

It  is,  then,  from  Germany  that  we  have  pedals  and  the 
pedal  organ.  Their  theory,  use  and  design  have  been 
studied  in  that  country  for  500  years,  with  all  the  con- 
centration of  thought  for  which  the  Germans  are  famous. 
Their  teaching,  followed  by  Gauntlett,  Best,  Hopkins  and 
others  in  both  theory  and  practice,  is  that  it  is  the  primary 
and  essential  duty  of  the  pedal  organ  to  provide  an 
accurate  bass  for  any  combination  of  manual  stops.  That 
is  the  Principle  on  which  we  must  go. 

The  primary  and  essential  duty,  I  repeat,  though  not 
the  sole  duty ;  so  we  find  German  organs  provided  with 
numerous  pedal  basses.  Contrast  the  proportion  of 
twenty-five  pedal  stops  to  sixty-one  manual  stops,  as  in 
the  German  organ  at  Doncaster,  with  the  nine  pedal  stops 
to  fifty-four  manual  stops  in  a  modern  English  cathedral 
organ.  It  is  obvious  that  the  very  meaning  and  signifi- 
cance of  the  pedal  organ  have  not  yet  been  recognised  in 
England,  and  it  is  astounding  to  find  fundamentally 
disproportionate  and  unmusical  instruments  receiving 
unstinted  praise  from  those  who,  posing  as  men  of  light 
and  leading,  should  have  been  the  first  to  condemn  them. 

In  England  the  dilemma  was  not  dealt  with  until  the 
close  of  the  eighteenth  century,  when  pedals  were  first 
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introduced  here.  Dr.  Hopkins  expresses  some  surprise 
at  this;  but  by  way  of  explanation  points  to  the  general 
obstructiveness  exhibited  by  organists  and  organ-builders 
towards  all  improvements. 

Although  the  long-manual  method  was  obviously  a 
defective  way  of  dealing  with  the  basses,  the  older 
organists  of  the  time  would  have  nothing  to  do  with 
pedals.  They  stoutly  affirmed  that  "  a  musician  could  do 
everything  that  was  wanted  with  his  hands,"  that  they 
were  "not  going  to  be  turned  into  dancing-masters  at 
their  time  of  life"  and  so  forth.  You  laugh,  perhaps; 
but  it  is  for  you  to  see  to  it  that  your  successors  do  not 
treat  you  with  derision  for  equally  absurd  and  obstructive 
old-fogeyism.  Nay,  you  will  deserve  ridicule  far  more 
than  those  of  a  hundred  years  ago;  for  the  pedal  organ 
is  no  novelty  to  you  and  "Hopkins  and  Rimbault" 
appeared  fifty  years  since. 

In  Germany  the  primary  use  is  provided  for;  but,  in 
addition,  where  a  German  pedal  organ  has  about  ten  stops 
a  distinctive  heavy  "  Major  Bass "  is  introduced.  This 
has  no  corresponding  treble,  but  is  analogous  to  the  drum 
of  the  orchestra.  When  carefully  used  its  effect  is  of 
course  very  fine.  Its  scale  is  usually  about  that  of  the 
pedal  stop  labelled  "Open  Diapason  16  feet"  in  Eng- 
land, but  it  seldom  appears  before  an  ample  provision  of 
true  basses  of  modest  scale. 

In  clumsy  fashion  this  was  the  theory  at  first  followed 
in  England.  Appropriate  basses  were  provided  to  GG, 
FFF  or  even  CCC  on  the  manuals.  Pedals  when  first 
applied  merely  pulled  down  the  lower  keys  of  the  Greafc 
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Organ.  Subsequently  a  sort  of  "  Major  Bass "  termed 
"  Pedal  Pipes,"  was  added,  of  huge  scale  and  ponderous 
tone,  to  reinforce  the  existing  basses,  theoretically  just  as 
the  Germans  had  done;  but  with  the  most  extraordinary 
heterogeneous  arrangements  of  compass  and  relative  pitch. 
Sometimes  the  pedal  pipes  would  go  down  to  GG  of  12 
feet,  sometimes  to  GGG  of  24  feet,  sometimes  to  CCC  of 
16  feet,  with  a  "return"  in  the  lowest  half  octave  to 
pipes  one  octave  higher — one  shudders  at  the  thought  of 
the  inversions — to  make  it  fit  the  G  pedal-board. 

Later  on  the  rising  appreciation  of  German  organ  music, 
particularly  that  of  Bach,  forced  into  prominence  the 
necessity  for  adoption  of  the  German  compass  of  manual 
and  pedal  keys.  The  struggle  that  arose  between  the 
advocates  of  the  old  long  keyboard  and  those  of  the 
shortened  keyboard  with  full  compass  of  pedals — the 
rivals  being  known  respectively  as  G  men  and  C  men — 
was  of  an  intensity  and  bitterness  of  which  the  present 
generation  can  hardly  form  an  idea.  The  C  men  were 
bound  to  win,  but  one  has  much  sympathy  with  the  G  men 
owing  to  the  clumsy  way  in  which  the  change  was 
effected.  In  common  with  the  Germans,  the  G  men  rightly 
held  that  the  organ  should  be  provided  with  proper  basses 
to  carry  the  manual  tones  downwards  and  that  then,  and 
not  until  then,  were  the  heavy  reinforcing  "  drum  "  notes 
admissible.  In  defiance  of  all  wholesome  musical  rule, 
the  English  organ-builders  lopped  off  the  manual  basses 
at  CC  of  8  feet  and  supplied  nothing  in  their  place  but 
their  existing  ponderous  drum-toned  "  Pedal  Pipes  "  !  It 
was  as  if  one  lopped  off  the  orchestra  at  the  lowest  note 
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of  the  violoncello  and  substituted  a  big  drum  for  double 
basses  and  other  deep  tones.  I  have  myself  too  keen  a 
remembrance  of  the  sweet  and  mellow  but  sufficient  basses 
of  the  old  long-manual  organs  not  to  grieve  over  the 
brutal  rule-of-thumb  which  destroyed  them  without  pro- 
viding any  substitutes.  The  evil  method  has  been  but 
slightly  ameliorated.     Mr.  Best  wrote  to  me  in  1887  : 

"  Unfortunately,  when  organ-builders  shortened  the 
keyboard  compass  in  the  region  of  the  'bass,'  they  con- 
stantly neglected  to  supply  the  indispensable  equivalent 
of  an  adequate  pedal  organ.  Even  in  the  largest  instru- 
ments where  an  attempt  is  made  in  this  direction,  it  will 
be  at  once  remarked  that  the  pedal-bass  is  suitable  only 
for  the  'great'  or  most  powerful  clavier,  the  varieties  of 
delicate  tone  in  the  bass  (to  combine  with  the  more  fre- 
quently used  'choir'  or  'swell'  claviers)  being  almost 
invariably  absent." 

It  cannot  be  said  that  there  has  been  any  general 
improvement  in  this  matter  since  Mr.  Best  wrote.  The 
musical,  or  rather  unmusical,  result  of  this  egregious 
blunder  of  noisy  but  defective  pedal  organ  is  frightful. 
I  would  ask  anyone  here  whose  ear  has  not  been  vitiated 
by  long  tolerance  of  the  English  pedal  organ,  to  listen 
for  this  portion  of  the  "music"  when  next  he  goes  to 
church;  that  is  to  say,  mentally  to  detach  the  bass  from 
the  remaining  parts  for  comparison  with  them,  and  he 
must  be  amazed  at  the  effect,  and  wonder  how  he  or 
anyone  else  can  have  allowed  himself  to  tolerate  anything 
so  dull,  monotonous  and  brutal. 

One  is  met  at  once  by  the  objection  that  in  room 'and 
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money  the  necessary  equipment  of  true  pedal  basses  is  too 
costly.  Doubtless  in  some  instances  this  may  be  so;  but 
that  is  a  matter  with  which  art  is  not  concerned.  .  More- 
over, one  finds  that  organs  unprovided  with  proper  basses 
can,  nevertheless,  be  furnished  with  clap-trap  and  super- 
fluous features,  and  can  be  built  in  such  monstrously 
megalomaniac  form  as  at  once  to  refute  this  objection  as 
to  lack  of  space  and  money. 

It  has  also  been  alleged  that  instead  of  similarity 
between  trebles  and  basses,  it  is  more  desirable  to  aim  at 
difference  of  quality.  This  is  one  of  those  post  hoc,  ergo 
propter  hoc  arguments  that  are  invariably  tainted  and 
suspect,  requiring  some  corroborative  evidence  to  justify 
them.  If  the  contrast  refers  to  quantity  of  tone,  so  that 
when  the  manual  tones  are  soft,  the  pedal  tones  shall  be 
loud,  or  vice  versa,  the  theory  is  too  ridiculous.  If  the 
quality  is  to  differ,  we  must  provide  differing  basses  in 
sufficient  quantity,  so  that  this  objection  to  numerous  and 
varied  pedal  basses  refutes  itself.  It  is  not  denied  that, 
at  the  will  of  the  organist,  contrast  should  be  obtainable ; 
but  the  primary  requisite  is  a  true  bass.  There  is 
absolutely  no  corroborative  evidence  to  the  contrary. 

Not  only  is  the  musical  result  of  the  blunder  thoroughly 
bad ;  but  to  it  we  owe  the  destruction,  under  the  name  of 
"  restoration,"  of  nearly  all  the  beautiful  old  long-manual 
organs  of  the  past.  When  "  pedal  pipes "  were  added 
the  sweet  old  diapasons  sounded  feeble  and  the  next  step 
was  to  add  a  large  and  noisy  Swell.  This  in  turn 
brought  in  a  further  degradation  by  the  subordination  of 
the  "Great"  to  the  "Swell."  a  degradation  still   main- 
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tained  in  such  devices  as  assigning  a  "  Double "  to  the 
Swell  when  the  Great  remains  unprovided  with  16  feet 
tone.  One  finds  even  such  atrocities  as  a  Swell  with 
double  flue  and  reed  stops  and  with  octave  and  sub- 
octave  couplers,  with  no  double  on  the  Great. 

The  shortening  of  the  manual  compass  completed  the 
destruction  of  the  old  organs.  Instead  of  regarding  the 
alteration  as  a  lengthening  of  the  compass  of  the  organ 
the  "practical  man,"  that  is,  the  rule-of-thumb  English 
builder,  regarded  it  as  a  shortening  by  at  least  half  an 
octave,  and  threw  the  superb  old  basses  between  CC  and 
GG  or  FFF  into  the  melting-pot.  Now  these  old  organs 
should  have  been  "restored"  by  completion;  not  by 
mutilation.  The  old  basses  should  have  been  carried 
down  to  1 6  feet  on  the  pedal  and  in  8  feet  on  the  manual, 
as  done  in  Germany  350  years  ago.  I  attach  no  blame  to 
any  particular  builder;  but  one  may  especially  deplore 
the  disappearance  of  such  historic  features  as  the  basses 
of  Green's  masterpiece  at  St.  George's,  Windsor,  and 
those  of  Snetzler's  Dulciana  to  GG  at  Lynn  and  other 
fine  instruments  and  stops. 

All  these  destructions,  mutilations  and  degradations 
are  directly  due  to  the  ignoring  of  the  true  theory  of 
the  pedal  organ.  Most  English  organs  contain  only 
one  or  two  pedal  stops;  occasionally  we  find  three, 
seldom  four;  so  that  it  is  plain  that  the  theory  of  the 
pedal  organ  has  not  dawned  upon  the  normal  English 
builder.  For  instance,  a  well-known  organist  complained 
that  he  required  a  soft  pedal  stop  as  well  as  the  solitary 
"  Open  Diapason  "  provided.    The  builders'  foreman,  who 
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greatly  vaunted  himself  as  an  organist,  and  therefore 
well  informed  as  to  what  was  necessary,  drew  the  Swell 
Bourdon  alone  and  coupled  it  to  the  pedal,  remarking, 
"There's  yer  soft  ped'l  bass.     What  more  d'ye  want?" 

Again,  there  was  up  to  a  few  years  ago  an  early  CC 
organ  by  Hill  containing,  for  an  English  organ  of  its 
date,  the  wonderful  "  pedal  "  of  Open  Diapason,  Bourdon, 
Trombone  and  Octave  Coupler — six  pipes  per  pedal  key. 
This  was  "  restored  "  a  few  years  ago  from  the  design  of 
an  eminent  organist  and  by  an  eminent  builder.  It  now 
has  the  usual  "  commercial "  bass,  Open  Diapason  and 
Bourdon  without  the  Octave  Coupler,  the  pedal  organ 
being  "  restored  "  thus  to  two  pipes  per  key  instead  of  six. 
And  that  for  an  organ  entitled  to  seven  or  eight  at  least ! 

Again,  if  one  provides  proper  basses,  generally  with  a 
slight  pedal  preponderance,  many  organists  immediately 
add  a  preposterously  heavy  bass,  complaining  of  the 
proper  bass  as  "ineffective,"  the  truth  being  that  they 
have  so  vitiated  their  ear  that  they  are  as  unhappy  when 
a  noisy  bass  is  silent  as  is  the  conductor  of  a  village  band 
in  the  lucid  intervals  of  the  big  drum.  I  could  give 
some  ludicrous  instances  of  this  if  time  permitted. 

Again,  lack  of  comprehension  of  the  pedal  bass  theory 
is  shown  in  the  absence  of  proper  basses  for  the  Swell 
inside  the  Swell  box.  It  is  impossible  to  have  basses  out- 
side that  are  not  either  too  loud  with  the  shutters  closed 
or  too  soft  with  them  open.  The  position  tolerated  is  as 
though  one  should  have  a  string  quartet,  the  executants 
of  which  should  play  with  all  refinements  of  expression 
and  phrasing,  but  that  to  it  should  be  appended  a  player 
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instructed  not  only  to  bring  a  double  bass  of  extra  size 
and  power,  but  to  rasp  it  fortissimo  throughout.  No  one 
would  tolerate  such  lunacy  in  the  orchestra;  why  is  it 
tolerated  in  the  organ?  It  is  generally  recognised  that 
the  organ  should  not  be  treated  as  an  imitation  of  the 
orchestra;  but  it  has  to  be  treated  by  orchestral  analogy, 
and  in  this  matter  analogy  holds  good. 

I  could  enter  upon  a  long  dissertation  to  show  how  the 
old  long-manual  builders  endeavoured  to  secure  proper 
basses  for  the  Swell.  Crude  as  were  some  of  the  ex- 
pedients the  idea  was  constantly  prominent  of  making 
the  Swell  complete  from  top  to  bottom.  The  modern 
English  builder  ignores  this  important  matter  in  toto. 

I  had  myself  in  1881  evolved  the  necessity  for  proper 
Swell  basses  in  the  Swell  box  :  but — as  mentioned  in  my 
"Modern  Organ,"  1883 — I  found  that  I  had  been  antici- 
pated by  Walcker  of  Ludwigsburg  at  Boston,  U.S., 
1857-63.  An  organ  thus  provided  by  me  was  opened  by 
Mr.  Best  in  1883  in  the  presence  of  Dr.  G.  A.  Audsley, 
who  wrote  strongly  advocating  such  basses  in  1887.  I 
myself  attach  greater  importance  to  historical  accuracy 
than  to  any  claim  of  myself  or  anyone  else  to  be 
an  originator :  but  I  see  that  in  a  review  by  an 
American,  quoted  in  the  "  Organist  and  Choirmaster," 
Dr.  Audsley,  doubtless  from  his  own  statement,  is 
put  forward  as  the  originator  of  the  idea,  ignoring  what 
I  had,  to  his  own  knowledge,  done  in  this  matter, 
including  some  fine  organs  with  actual  16  feet  pedal 
basses  in  the  Swell.  He  was  also  acquainted  with  my 
"  Modern  Organ  "  in  which  the  first  claim  to  originality  is 
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rightly  ascribed  to  Walcker.    Such  "  bunkum  "  will  hardly 
add  to  the  historical  value  of  Dr.  Audsley's  costly  book. 
Setting  aside  organs  enclosed  in  a  general  Swell,  in  which 
the  inclusion  of  the  basses  is  a  matter  of  course,  having 
been  carried  out  by  Green  at  Windsor  in  1790,  the  idea  of 
pedal    basses    in    the    Swell    box    was    not    later    than 
Walcker's,  while  the  practice  in  this  country   certainly 
began  with  me  in  1883.     I  cannot  conceive  how  anyone 
thinks  that  his  status  as  an  historian  or  artist  can  be  exalted 
by  posing  as  an  originator  in  defiance  of  known  history; 
still,  statements  of  that  sort  when  once  they  get  twenty- 
four  hours'  start  are  proverbially  difficult  to  overtake.     I 
may   mention   that  Walcker's   instrument  was  promptly 
ejected  by  the  artistic  Bostonians  to  gain  a  few  dollars' 
worth  of  seat  room.     So  much  for  Yankee  appreciation. 
The  preposterous  exhibition  of  megalomania  at  St.  Louis, 
with  its  five  Swells,  five  Swell  Pedals,  five  Manuals  and 
five  Tremulants,  which,  according  to  Dr.  Audsley's  pro- 
nouncement, is  to  set  the  time  for  future  organ-building 
has  no  true  pedal  bass  for  any  of  its  Swells,  though  Dr. 
Audsley's   hand    is   conspicuous   in   the   design.      These 
remarks  are  not  altogether  a  personal  matter.   I  do  not  for 
an  instant  ailow  that  organ-building  in  America  is  ahead 
of    that    in    England.      The    fact   that    it    runs    to    the 
decadent  symbol  of  megalomania  is  alone  sufficient  to 
settle  that  point.     Reduction  of  the  stops  at  St.  Louis  by 
fifty  per  cent  would  have  been  amply  justified  by  putting 
that  organ  in  artistic  shape. 

In  connection  with  the  history  of  proper  pedal  basses 
I  should  mention  that  they  were  suggested  in  an  abortive 


20  The  Pedal  Organ :  Its  History 

scheme  for  completion  of  the  Panopticon  organ  when  it 
stood  in  St.  Paul's  Cathedral.  That  would  be  between 
1866  and  1 8/0,  I  think. 

There  is  one  serious  drawback  to  this  practice.  It  is 
the  realisation  that  "where  ignorance  is  bliss  'tis  folly  to 
be  wise."  If  once  you  have  handled  an  organ  containing 
appropriate  and  instantly  available  pedal  basses  you  will 
loathe  all  others.  The  usual  pedal  organ  gets  on  one's 
nerves  like  the  "devil's  tattoo."  On  the  other  hand,  the 
effect  of  proper  basses  is  a  revelation.  It  tells  in  every 
way.  The  soft  combinations  are  of  beauty  otherwise 
inconceivable  :  the  loud  ones  are  more  effective  because 
they  have  not  been  "  discounted  "  by  roaring  basses  used 
in  the  softer  passages.  Realization  of  what  is  involved 
in  neglect  of  this  artistic  feature  has  robbed  me  of  what 
used  to  be  a  supreme  pleasure.  It  is  like  the  spider  in 
one's  wine.  An  organ  recital  on  organs  thus  deficient  is 
to  me  now  the  abomination  of  musical  desolation. 

So  much  then  for  history  and  theory. 

Design. 

The  principle  of  the  pedal  organ  is  so  simple  that  it  is 
superfluous  to  dwell  upon  the  actual  design,  which  con- 
sists primarily  in  having  basses  in  double  pitch  suitable 
for  all  the  chief  manual  stops.  To  these  must  be  added, 
when  the,  size  of  the  organ  makes  it  obligatory,  some  stops 
of  the  nature  of  the  "  Great  Bass."  Some  stops  of  distinct 
solo  character  are,  as  most  artistically  suggested  by 
the  R.C.O.  in  1882,  also  highly  desirable.  My  efforts  in 
this  matter  have  been  successfully  directed  to  showing 
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how  those  results  may  be  obtained  without  the  vast  cost 
in  room  and  money  that  would  at  first  sight  seem 
inevitable. 

Music  consists  in  the  production  of  certain  sounds,  and 
so  long  as  those  sounds  are  producible  at  will,  it  does  not 
matter  a  straw  how  they  are  produced.     For  reasons  of 
economy — which  does  not  mean  cheeseparing — I   resort 
freely    to    the   old    and    perfectly    legitimate    device    of 
"borrowing."     I  am  of  course  aware  that  there  is  much 
objection  raised  against  this,  but  it  is  based  upon  abuse, 
and  abuse  is  no  valid  argument  against  use.     Apparently 
it  is  thought  praiseworthy  by  Dr.  Audsley  and  others  to 
put   two,   three,   or   four  sets  of   large   pipes,   costly   in 
standing  and  speaking  room  and  in  money,  to  do  the 
work  that  for  all  practical  purposes  can  be  done  by  a 
single  row  of  pipes. 

Personally  I  prefer  to  devote  the  room  and  money  to 
more  munificent  furnishing  of  the  organ  with  what  is 
really  necessary  in  number  and  variety,  to  the  avoidance 
of  jejune  and  redundant  prodigality.     Doubtless  if  was 
very  enthusiastic  of  Crummle's  actor-genius  to  black  him- 
self all  over  when  he  played  Othello;  but  in  acting,  as  in 
all  art,  the  true  aim  is  to  accomplish  the  finest  results 
with  the  simplest  means :  I  see,  however,  in  the  American 
"Review"   quoted   in  the   "Organist   and   Choirmaster" 
the  statement  that  borrowing  and  duplication  are  resorted 
to  only  from  sordid  trade  reasons.     In  answer  to  quiet 
remonstrance  Dr.  Audsley,  in  absolute  impotence  to  refute 
me,   writes   pompously :    "  I    pronounce   it   inartistic."     I 
hurl  back  the  insult.     Nothing  but  trade  reasons,  which, 
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to  the  exclusion  of  art,  include  all  megalomaniac  develop- 
ments, warrant  the  vulgarity  of  wastefulness;  whether  of 
resource,  room  or  money.  However,  I  propose  to  deal  in 
a  special  lecture  with  this  matter. 

As  regards  borrowing,  there  will  be  in  all  important 
organs  some  absolutely  independent  pedal  stops.  These 
may  well  be  used  as  a  source  for  borrowing  as  recom- 
mended by  Dr.  Hopkins,  in  octave  pitch,  to  obtain,  say, 
the  lower  range  of  an  8  feet  stop  from  the  upper  range 
of  a  16  feet  stop.  The  same  thing  may  be  done  with 
the  same  stops  to  obtain  the  upper  range  of  a  32  feet  stop 
from  the  16  feet  range.  This  form  of  borrowing  is  prac- 
tised by  builders  good,  bad  and  indifferent.  It  is  true 
that  they  often  call  the  borrowing  by  another  name,  such 
as  "  transmission,"  "  derivation  "  and  even  "  duplication," 
but  that  is  not  straightforward.  It  is  merely  hypocrisy, 
if  not  fraud,  for  builders  to  use  their  cant  against  borrow- 
ing while  using  that  appliance  freely  under  another  name. 
In  addition,  it  is  absurd  to  repudiate  useful  and  legitimate 
borrowing,  used  as  it  is  by  builders  of  the  highest  class, 
used  as  it  has  been  used  for  centuries,  when  it  is  obvious 
that  the  only  real  question  at  issue  is  as  to  how  far  it  can 
be  legitimately  employed.  As  to  this  form  of  borrowing 
Dr.  Hopkins  states  that  "  the  independence  of  the  8  feet 
range  is  so  completely  established  that  it  is  scarcely 
possible  to  discover  that  there  are  less  than  twice  as  many 
stops  as  really  exist."  I  think  the  opinion  of  Dr.  Hopkins 
may  well  be  reckoned  as  of  greater  value  than  the  bom- 
bastic infallibility  of  my  opponent,  who  is  not  an  organist. 
In  the  name  of  art  and  common  sense  why  have  twice  as 
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many  pipes  as  are  necessary  ?  A  second  form  of  borrow- 
ing re-invented  by  myself  twenty-five  years  ago,  but  used 
in  Germany  350  years  ago — for  which  reason  it  is  inter- 
esting to  hear  modern  prigs  call  it  "new-fangled" — is  to 
borrow  the  bottom  octave  of  a  manual  stop  (say  of  an 
Open  Diapason  of  8  feet)  for  the  upper  range  of  the  cor- 
relative pedal  stop  (say  Open  Diapason  16  feet).  This  is 
perfectly  legitimate,  seeing  that  it  fulfils  with  absolute 
precision  the  primary  duty  of  the  pedal  bass.  I  may 
mention  that  Dr.  Varley  Roberts,  who  in  going  a  few 
weeks  ago  to  see  Mr.  Raeburn  Andrew's  organ,  was 
inclined  to  doubt  the  efficiency  of  this  device,  after  trying 
the  organ  thoroughly,  spontaneously  remarked  upon  the 
exceptionally  fine  effect  of  the  Pedal  Open  Diapason, 
which  was  thus  obtained.  This  form  of  treatment  is  also 
of  great  value  for  borrowing  the  upper  range  of  a  32  feet 
stop  from  a  manual  "  Double,"  the  lowest  octave  of  the 
32  feet  range,  and  that  portion  only,  being  effectively 
represented  by  a  Quint  of  io|  feet.  There  are  acoustic 
reasons  why  the  Quint  is  ineffective  and  even  offensive  in 
the  upper  range,  and  this  device  of  mine  of  1882  for  over- 
coming the  difficulty  is  now  widely  adopted.  There  are 
similar  reasons  for  the  greater  efficiency  of  the  Open 
Diapason  of  16  feet,  obtained  as  described,  as  compared 
with  the  ordinary  Pedal  "  Open."  Experts  are  too  prone 
to  regard  scaling  as  a  matter  of  mathematics  only. 
(Mr.  Casson  illustrated  these  matters  on  the  organ.) 
This  second  form  of  borrowing  from  the  lower 
range  of  the  manual  stops  is  exceptionally  useful  in 
providing  the  basses   for  the  Swell   in  the  Swell   box. 
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The  upper  ranges  of  the  pedal  Violone  and  Contra 
Fagotto  are  thus  borrowed  from  the  Geigen  and  Oboe 
respectively  in  this  organ.  I  once  tried  the  experiment 
of  borrowing  the  Quint  from  a  manual  Bourdon;  for 
though  it  was  not  theoretically  correct,  seeing  that  the 
fifths  are  "tempered,"  I  thought  that  the  volume  of  tone 
might  possibly  "  draw  "  the  Quint  into  tune.  In  the  case 
of  some  notes  it  did  so;  in  others  the  32  feet  effect  came 
on  in  great  waves  or  pulsations;  in  others  the  effect  was 
poor  or  bad.  Seeing  this  defective  result,  that  the 
borrowed  pipes  are  small  and  inexpensive  and  that  they 
are  on  the  wrong  "  side "  of  the  organ,  I  cannot 
recommend  this  method  as  either  legitimate  in  theory  or 
successful  in  practice. 

A  third  method  of  borrowing,  though  theoretically 
wrong,  is  nevertheless  useful  to  some  extent,  and  to  that 
extent  is  admissible  in  practice.  That  is  the  borrowing 
of  manual  stops  in  identical  pitch  on  both  manual  and 
pedal,  usually  the  manual  doubles  of  16  feet.  It  may  be 
usefully  done  with  light  doubles  for  the  following  reason. 
The  manual  doubles  are  hardly  ever  used  except  in  full 
combinations,  when  the  pedal  is  reinforced  by  powerful 
stops.  Thus  the  light-toned  16  feet  stops  of  the  manual 
are  not  missed  in  the  ensemble  of  the  pedal,  while  they 
remain  useful  as  the  16  feet  basses  of  the  soft  stops. 
Thus  it  becomes  permissible  to  use  the  soft  16  feet  stops, 
and  them  only,  on  both  manual  and  pedal  in  identical 
pitch.  In  this  organ  the  Sub-Bass  and  Echo  Bass  are 
obtained  by  this  method. 

By  these  three  methods  a  powerful,  varied  and  appro- 
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priate  pedal  organ  can  be  evolved  at  much  less  cost  in 
room  and  money  than  would  generally  be  supposed.  On 
the  other  hand,  one  constantly  comes  across  organs  desti- 
tute of  any  quiet  pedal  stops,  notwithstanding  that  the 
large  and  costly  pipes  that  would  form  them  are  standing 
silent  and  inaccessible  on  the  manual  soundboards.  In 
the  face  of  such  a  preposterous  state  cf  affairs,  the  urging 
of  doctrinaire  pedantry  against  borrowing  is  simply 
ridiculous. 

I  do  not  claim  that  these  methods  are  in  a  general  way 
actually  superior  to  independent  pipes;  but  the  organ 
problem  is  invariably  how  with  a  given  amount  of  room 
and  money  the  most  perfect  organ  may  be  evolved%  and 
it  is  beyond  all  doubt  that  these  methods  solve  that 
problem  in  respect  of  the  pedal  organ.  "The  proof  of 
the  pudding  is  in  the  eating."  From  the  writings  of 
some,  one  would  imagine  that  the  problem  was  always  to 
draw  upon  unlimited  means  in  room  and  money  and  that 
true  art  consists  in  waste  of  effort  and  means. 

We  have  then  four  ways  of  obtaining  pedal  basses,  all 
useful  and  economical.  Music  is  the  language  of  the 
emotions,  and  provided  that  the  effect  intended  by  the 
composer  is  produced,  it  does  not,  I  say,  matter  a  straw, 
in  music,  whether  the  result  is  obtained  economically  or 
with  wasteful  prodigality  :  but  it  matters  in  every  way 
in  first  cost  and  subsequent  maintenance;  considerations 
that  none  but  a  fool  will  disregard ;  while  the  artist  never 
ignores  the  canon  that  in  art  no  effort  should  be  wasted. 

I  would  ask  anyone  to  contrast  the  "Pedal"  of  this 
organ  with  the  poor  provision  usually  made  and  to  say 
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whether  in  power,  quality  or  variety  it  is  in  any  way 
lacking.  Is  it  not,  on  the  contrary,  conspicuously  well 
found,  full  and  complete? 

We  have  then  generally  : 

i.     The  absolutely  independent  pedal  stops. 

2.  Pedal  stops  of  which  the  upper  or  lower  ranges, 
or  both,  may  be  borrowed  from  an  existing  independent 
pedal  stop,  as  recommended  by  Dr.  Hopkins. 

3.  The  borrowing  of  the  upper  range  of  a  pedal  stop 
from  the  lower  range  of  the  co-relative  manual  stop,  a 
method  used  in  Germany  350  years  ago  and  recently 
warmly  commended  by  Dr.  Varley  Roberts. 

4.  The  careful  borrowing  of  light  pedal  stops  from 
the  manuals  in  identical  pitch,  as  constantly  practised 
by  good  builders  for  fifty  years  past. 

Of  course  you  may,  if  you  please,  reject  the  three  latter 
methods,  useful,  economical  and  artistic;  though  I  trust 
that  in  doing  so  you  will  not  find  it  necessary  in  default 
of  argument  to  impute  unworthy  motives  to  those  who 
disagree  with  you.  I  must,  however,  point  out  most 
clearly  that  this  rejection  does  not  dispense  you  from  the 
necessity  of  providing  pedal  basses  sufficient  in  power 
and  variety  for  all  combinations  of  every  manual,  from 
providing  pedal  basses  for  swell  divisions  in  the  Swell 
box  or  boxes,  or  from  establishing  an  absolutely  perfect 
system  of  control  for  the  pedal  stops  and  couplers.  Yet 
of  these  absolutely  necessary  artistic  requirements,  all  of 
which  I  have  practically  carried  out,  not  one  has  been 
done  by  or  through  my  opponent.  So  much  for  bluster 
about   art.     Blacking  oneself   all   over  to  play   Othello 
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may  be  in  theory  a  very  enthusiastic  and  artistic  proceed- 
ing; but  it  will  not  serve  to  carry  off  bad  acting  in 
practice.  As  regards  borrowing  generally,  I  have  framed 
the  following  rules,  the  practical  part  of  which  can  easily 
be  carried  out  with  modern  appliances.     - 

1.  The  mechanism  must  be  simple  and  accessible  and 
must  not  give  "  second  wind." 

2.  The  borrowing  must  be  economical',  that  is,  it  must 
cost  less  in  room  or  money,  or  both,  than  actual  inde- 
pendent pipes. 

3.  It  must  be  legitimate.  That  is,  there  must  be  no 
serious  deficiency  perceptible  when  the  original  stop  and 
the  borrowed  stop  are  used  together.  De  minimis  non 
curat  lex. 

4.  The  device  must  be  fully  set  forth  in  design, 
estimate  and  contract,  under  its  true  technical  name. 

Useful  and  economical  as  borrowing  is,  however,  it  is 
not  essential  to  my  system.  What  I  insist  on  is,  coute  qui 
coute,  that  there  be  ample  provision  of  appropriate  pedal 
basses,  instantly  available  for  any  and  every  manual 
stop  or  combination. 

Control. 

Since  it  is  the  primary  duty  of  the  pedal  organ  to 
furnish  true  basses  for  any  manual  combination,  and 
since  the  manual  combinations  are  constantly  and 
instantaneously  changed,  it  is  manifest  that  this  duty 
of  the  pedal  organ  must,  under  all  circumstances,  be 
capable  of  instantaneous  fulfilment. 

More  than  that.     The  problem  of  this  instantaneous 
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fulfilment  of  duty  is  one  absolutely  mechanical  and  since 
it  is  an  elementary  rule  of  art  that  no  effort  must  be 
wasted,  it  follows  that  the  mental  and  physical  powers  of 
the  organist  should  not  be  dissipated  in  functions  which 
can  be  better  performed  by  mechanism.  Thus,  and  thus 
only,  can  he  devote  his  attention  to  the  purely  artistic 
and  intellectual  features  of  his  performance. 

Now  the  performer,  say  such  an  accomplished  artist  as 
the  late  Mr.  Best,  likes  to  play  his  organ  himself  in  com- 
plete mastery  of  that  portion  of  the  technique  known  as 
registering.     He  wrote  me  in  1887: 

"  The  old  expedient  of  having  an  assistant  on  each  side 
of  the  player  to  manipulate  the  pedal  stops  and  couplers, 
is  very  properly  exploded  at  the  present  day  :  the  reason- 
able demand  being  that  the  maker  of  the  instrument  shall 
provide  ample  and  immediate  means  of  control  over 
every  department  of  the  tone." 

Unfortunately  the  "old  expedient"  still  prevails  even 
in  many  recent  large  organs  vaunted  as  "  containing  every 
modern  improvement."    It  suffices  doubtless  for  those  who 
can  detach  a  chorister  or  two  for  the  purpose.     It  is,  how- 
ever, certainly  unjust  to  organists  who  like  to  play  their 
organs  themselves  that  they  should  be  left  to  struggle 
with  a  pedal  organ,  sometimes  a  large  one,  together  with 
its  couplers,  with  no  adequate  controlling  mechanism,  or 
veven  to  fight  with  mechanism  such  as  the  clumsy  rubbish 
that  I  now  mention  which  embarrasses  rather  than  helps. 
But  how  does  the  ordinary  English  builder  meet  this 
"  reasonable  demand  "  ?    Of  course  it  is  of  no  use  to  provide 
means  for  perfectly  controlling  a  pedal  organ  that  as  in  the 
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majority  of  cases  does  not  exist;  but  what  show  is  made  of 
doing  it  ?  Merely  to  unite  the  pedal  stops  to  the  composi- 
tion movements  of  the  Great  Organ  only — the  most  ab- 
jectly imbecile  contrivance  ever  introduced  into  the  organ 
— supplemented  by  a  horse-shoe  or  on  and  off  pedal  for 
the  Great  to  Pedal  coupler,  sometimes  with  a  Great  to 
Pedal  stop-knob  in  both  treble  and  bass  jambs!  These 
arrangements  are  recommended  by  the  Royal  College  of 
Organists  and  I  can  only  suppose  that  they  expressed  a 
wish  for  pedal  control  to  their  organ-building  advisers  of 
1882,  who  had  not  then,  and  have  not  yet,  as  pointed  out 
by  Mr.  Best,  got  rid  of  their  century-old  error,  viz.,  that 
the  Pedal  Organ  in  scale  and  control  is  concerned  with 
little  or  nothing  beyond  the  Great  Organ.  I  do  not  blame 
the  Royal  College  for  these  details.  It  was  not  their 
province  to  invent.  "The  reasonable  demand  is  that  the 
maker  shall  provide  the  means"  says  Mr.  Best.  It  is  to 
the  ignoring  of  the  principle  of  the  pedal  organ  that  we 
owe  this  preposterous  collection  of  clod-hopping  iron- 
mongery. I  have  even  seen  a  warm  discussion  as  to 
whether  the  "horse-shoe"  or  "on  and  off"  poppet  action 
should  be  used  for  "  Great  to  Pedal."  Tweedledum  and 
Tweedledee.     Arcades  ambo. 

But  the  instantaneity  of  provision  of  the  proper  bass 
has  its  most  important  function  as  a  means  to  an  end, 
desirable  as  it  may  be  as  an  end  in  itself.  That  end  is  ta 
set  the  performer  free  in  mind  and  body  for  artistic — 
that  is  eclectic  and  preparative — registering,  by  direct 
manipulation  of  the  drawstops  of  the  manuals.  At 
present    the    artistic    and    mechanical    requirements    are 
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inverted.  The  absence  of  scientific  mechanism  for  control 
of  the  pedal  obliges  the  performer  to  engage,  at  every 
change  of  manual  or  manual  power,  in  manipulation  of 
the  pedal  stops  and  couplers;  a  strictly  mechanical 
function.  The  time  and  energy  available  for  eclectic 
registering  having  been  absorbed  in  that  which  is  mechan- 
ical, the  performer  is  thrown  backvupon  mechanical 
appliances,  such  as  composition  pedals  or  pistons,  for  the 
registering  which  should  be  eclectic.  Thus  it  follows  that 
the  glorious  palette-full  of  tone-colour  of  the  organ  is 
debased  to  a  crude  chromo-lithography.  It  is  unquestion- 
able that  reliance  upon  such  mechanical  contrivances  is 
having  a  deleterious  effect  on  the  organists  of  to-day,  as 
Doctor  Higgs  warned  us  thirty-five  years  ago  that  it  would 
have.  Few  organists  really  register,  and  it  is  to  this  reversal 
of  reasonable  order  that  we  owe,  no  doubt,  the  deplorable 
result  that  so  little  stress  is  laid,  in  organ-playing  exam- 
inations, upon  artistic  and  eclectic  registering,  as 
contrasted  with  that  laid  upon  mere  keyboard  dexterity. 

The  office  of  the  Pedal  is  threefold. 

i.  Primarily  and  essentially,  to  provide  instantane- 
ously an  exactly  appropriate  bass  for  any  combination 
of  manual  stops  and  couplers. 

2.  To  provide,  upon  occasion,  an  obbligato  bass  of 
character  differing  in  power  or  tone  from  that  of  the 
manual. 

3.  An  extension  of  the  second  office,  viz.,  provision  of 
absolute  solo  effects  on  the  Pedal  for  assertion  of  a 
melody,  such  as  canto-fermo  or  leitmotiv. 

The  first  office  is  fulfilled  by  my  "  Pedal  Help."     This 
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consists  of  a  tablet  or  stud,  of  which  one  is  provided  for 
each  manual.  On  touching  one  the  draw-stops  and 
couplers  of  the  Pedal  at  once  move  into  the  proper  bass 
for  whatever  combination  of  stops  and  couplers  is  then 
extant  upon  the  respective  manual.  The  action  of  the 
manual  couplers  must  of  course  be  provided  for : 
for  the  bass  given  by  the  Pedal  Help  for  (say)  the 
Choir  Gedeckt  would  be  quite  insufficient  if  one  coupled 
the  Full  Swell  to  the  Choir,  in  that  case  therefore  the 
Pedal  Help  of  the  Choir  provides  the  bass  for  both 
departments. 

Not  only  so;  but  the  Pedal  Help  of  a  given  manual 
having  been  touched,  the  pedal  stops  and  couplers  will, 
of  themselves,  if  desired,  follow  any  changes  made  in 
that  manual.  Thus,  so  far  as  provision  of  basses  is  con- 
cerned (some  ninety-nine  hundredths  of  the  duty  of  the 
Pedal)  the  performer  need  not  look  at  or  even  think  about 
his  arrangement  of  Pedal  stops  and  couplers.  The 
mechanical  task  is  mechanically  performed  with  absolute 
perfection.  You  cannot  catch  the  Pedal  Help  making  a 
mistake.  All  the  time  available  may  thus  be  devoted  to 
deliberate,  eclectic,  preparative  registering  of  the  manual 
stops  and  couplers. 

2.  The  second  duty  is  fulfilled  by  manipulation  of  the 
pedal  stops  and  couplers;  but  one  or  other  of  the  Pedal 
Helps  will  always  give  a  sufficient  approximation  to 
render  this  manipulation  very  slight  in  quantity. 

The  third  duty  is  especially  provided  for  thus,  as  in 
Dr.  Yorke-Trotter's  organ.  A  secondary  group  of  pedal 
stops  and  couplers  is  provided,  chiefly  by  "  duplication  " ; 
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so  that  we  have  the  Pedal  bass  organ  and  the  Pedal  solo 
organ  or  stop-group.  By  means  of  two  corresponding 
studs  the  Pedal  bass  and  Pedal  solo  organs  are  alterna- 
tively  switched  off  and  on.  By  this  simple  means  a 
canto-fermo  or  leitmotiv  can  be  taken  up  and  relin- 
quished on  the  pedal  as  easily  as  on  the  manual.  It  is 
obvious  that  the  artistic  suggestion  of  the  R.C.O.  as  to 
solo  Pedal  stops  is  perfectly  useless  without  means  to 
make  them  instantaneously  available. 

In  all  these  methods  you  will  see  how  essential  it  is, 
especially  for  the  comfort  of  the  player,  that  the  couplers 
be  grouped  and  controlled  as  stops  of  the  division  which 
they  augment. 

Again,  when  one  uses  the  manual  Solo  stops  coupled 
to  another  manual  in  ordinary  harmony,  the  Pedal  Help 
of  the  controlling  manual  provides  the  basses  of  both. 
If,  however,  one  of  these  manuals  be  used  in  melody ', 
by  means  of  the  melody  action,  one  does  not  want  its 
bass,  but  only  that  of  the  accompanying  harmony.  These 
duties  are  automatically  discriminated  by  the  Pedal 
Help. 

Again,  I  often  employ  Collective  combination  pedals, 
of  which  the  "Grand  Jeu"  of  the  harmonium  is  an  illus- 
tration. When  these  are  in  use  the  Pedal  Helps  obey 
bhem.  Thus  on  putting  down  the  "  Full  Organ "  Pedal 
one  moves  no  manual  stops  or  couplers,  but  the  proper 
pedal  basses  are  still  instantly  provided  and  displayed 
for  any  department,  e.g.,  the  Full  Swell,  Full  Solo,  etc. 

Again,  if  an  organ  is  divided — by  which  I  do  not  mean 
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mere  breaking  up  for  convenience  of  the  builder,  still  less 
the  wild-cat  distributions  under  the  electro-pneumatic 
method — each  division  of  the  organ  stands  complete 
with  its  pedal  basses  in  situ.  The  action  of  the  Pedal 
Helps  then  enables  organ  to  answer  organ  antiphonally 
in  absolutely  complete  form,  with  superb  effect.  All  this 
mechanism  for  control  of  the  pedal-stops  and  couplers 
is  the  result  of  some  thirty  years'  study,  and  I  find  it 
necessary  to  declare  that  it  is  from  inception  to  finish 
absolutely  and  entirely  my  own  invention. 

You  will  perceive  that  I  have  raised  the  design, 
functions  and  control  of  the  Pedal  Organ  to  a  position 
of  dignity  and  efficiency  never  so  much  as  contemplated 
by  any  other. 

So  you  can  see  why  I  am  thus  so  profoundly  grateful 
to  this  Guild  for  its  recognition  of  my  efforts  and  the  dis- 
tinction conferred  upon  me  as  an  appreciation.  Apart 
from  myself  personally  I  trust  that  I  may  not  be  deemed 
immodest  if  I  say  that  in  conferring  this  honour  upon  an 
organ-builder,  qua  organ-builder,  the  Guild  has  honoured 
itself,  as  all  honour  is  reflex.  It  is,  I  think,  the  first  such 
recognition  by  any  such  important  body,  of  the  very 
magnificent  and  beautiful  art  of  organ-building. 

Conversely  in  all  ordinate  bodies  or  mechanism  it  is 
an  inevitable  rule  that  if  one  member  suffer,  all  the 
members  suffer  with  it.  I  have  demonstrated  how  the 
neglect  of  principles  in  design  and  control  degrades  the 
art  of  organ-playing  and  organ-building  throughout  In 
like  manner,  if  an  organized  body  like  the  Incorporated 
Guild  of  Church  Musicians  suffers  such  degradation  of 
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any  branch  of  the  arts  connected  with  its  functions,  the 
whole  society  is  degraded.  It  is  for  you  to  pronounce 
whether  or  not  this  is  so  now;  or,  if  it  is  so,  whether  it 
shall  continue. 

Mr.  Casson  took  the  opportunity  of  explaining  some 
further  notable  features  in  Mr.  Andrew's  organ,  viz., 

Duplication. 

A  further  great  economy,  directly  bearing  upon  the 
Pedal  Organ,  is  the  combination  action  termed  "  Duplica- 
tion," invented  by  me  in  1884.  Its  theory  is  based  upon  the 
fact  that  every  clavier  has  to  do  duty  in  several  roles.  In 
a  two-manual  organ  the  Great  has  to  serve  for  Great, 
Choir  and  Solo,  and  the  Swell  for  Swell  and  Echo.  Not- 
withstanding this  fact,  known  to  all  organists,  the  builder 
furnishes  no  movements  to  assist  the  player  except  for 
those  two  manuals  in  their  choral  or  ensemble  roles :  the 
result  being  that  the  performer  is  unable,  without  exasper- 
ating departure  from  the  tempo,  to  register  combinations 
which,  existing  indeed  in  the  organ,  might  just  as  well 
be  non-existent;  because  they  are  inaccessible. 

Obviously  if  we  can  make  them  accessible,  the  practical 
result  is  to  greatly  increase  the  resources,  though  not  one 
stop  be  added.  Enlightened  builders,  such  as  Roosevelt, 
Willis,  Binns  and  others,  have  endeavoured  to  surmount 
the  difficulty  by  "adjustable"  combination  pedals  and 
pistons.  These  are  of  two  kinds.  1.  The  visible,  in- 
volving an  enormous  number  of  supplementary  draw- 
stops,  some  hundreds,  in  fact,  for  a  fair-sized  organ. 
This  multiplexity  is,  however,  a  confusing  element. 
"  Bless  my  soul,  the  place  was  like  a  telegraph  office," 
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quoth  Mr.  Best,  after  playing  on  an  organ  of  the  sort.  2. 
The  other,  the  invisible  or  locking  arrangement,  is  one  of 
great  ingenuity  and  beauty.  A  given  combination  is 
drawn  and  locked  to  a  numbered  pedal  or  piston.  When- 
ever that  pedal  or  piston  is  pressed  it  will  throw  out  upon 
the  drawstops  the  combination  thus  locked.  The  locking, 
and  the  re-locking  to  a  fresh  combination,  are  both 
instantaneously  effected.  The  drawback  of  this  method 
is  that  it  imposes  a  severe  strain  upon  the  memory.  There 
remains  nothing  visible  to  show  what  combination  will  be 
thrown  out.  These  adjustable  combinations,  moreover,  go 
beyond  what  is  required;  for  though  their  combinations 
embrace  everything  that  can  be  done,  to  the  extent, 
arithmetically,  of  billions  of  combinations  in  such 
machines  as  that  at  St.  Louis,  and  tens  of  thousands  in 
more  modest  instruments,  the  greater  number  are  of  no 
value  in  music.  One  does  not,  e.g.,  require  tens  of 
thousands  of  combinations  such  as  Swell  Voix  Celestes 
coupled  to  Great  Sesquialtera,  coupled  to  32  feet  Trom- 
bone. This  bewildering  redundance  seems  to  me  a  fatal 
drawback;  for  it  is  the  real  cause  of  the  mnemonic  tax. 
Duplication  avoids  these  difficulties.  Taking  a  two 
manual  organ  by  way  of  illustration,  as  specified  on  the 
printed  papers,  I  divide  the  stops  into  groups  appropriate 
for  the  varied  roles  of  Great,  Choir,  Solo,  Swell  and  Echo, 
putting  such  drawstops  into  each  group  as  are  suitable  for 
the  particular  role,  and  where  a  stop  is  suitable,  as  many 
stops  are,  for  more  than  one  role,  I  employ  them  and  put 
drawstops  for  them  in  each  such  group.     That  is,  I  dupli- 
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cate  the  drawstops.  You  can  see  the  allotment  in  the 
printed  tables. 

You  will  see,  in  the  two-manual  specification,  that  we 
may  regard  it  as  simply  of  Great,  Swell  and  Pedal;  dis- 
regarding for  the  nonce  the  stop-groups  Choir,  Solo  and 
Echo.  So  far  the  organ  is  on  ordinary  lines.  To  obtain 
the  additional  advantages,  or  more  strictly  the  avail- 
ability of  existing  advantages,  I  add  the  stop  groups 
Choir,  Solo  and  Echo. 

I  can  now  draw  stops  in  each  group  exactly  as  if  I 
were  dealing  with  an  organ  of  five  manuals  and  by  touch- 
ing the  manual  "  Helps "  I  can  switch  on  the  prepared 
group-combinations  as  I  want  them,  the  other  groups  of 
the  same  manual  being  simultaneously  switched  off.  The 
"  Helps  "  do  not  move  the  drawstops.  Those  of  the  Great 
and  Swell,  or  ensemble  groups,  can  still  be  governed  by 
composition  pedals.  Thus  you  lose  absolutely  nothing. 
Anyone  can  sit  down  and  play  in  the  ordinary  way  and 
ignore  the  three  secondary  groups  if  he  likes  to  do  so,  but 
you  see  at  once  the  enormous  range  opened  out  for  even  a 
two-manual  organ;  not  by  increase  of  actual  resources  but 
by  making  the  existing  resources  available.  The  principle 
of  "  Duplication  "  is  simple,  viz  : 

Where  a  clavier  is  called  upon  to  act  in  several  distinct 
roles  it  must  have  a  separate  draivstop  group  wherewith 
v  to  prepare  and  read  the  combinations  of  each  such  role. 

Notwithstanding  that  Dr.  Audsley,  when  in  England, 
wrote  as  to  the  high  artistic  value  of  this  contrivance,  he 
now  "pronounces  it  inartistic"  and  says  that  the  addi- 
tional drawstops  are  added  for  trade  purposes  to  make  a 
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show.  You  will  appreciate  the  absence  of  criticism  and 
the  vulgar  imputation  of  unworthy  motives  to  an  English 
builder. 

Having  shown  how  the  preparation  of  a  two-manual 
organ  can  be  made  equal  to  those  of  five  manuals  it  will 
occur  to  you  to  ask  why  so  great  an  advantage  should  be 
withheld  from  organs  of  three  or  four  manuals.  There 
is  no  prima  facie  reason  except  that  if  we  confine  our 
efforts  to  the  organ  as  usually  built  we  obtain  a  sort  of 
jejune  redundance,  an  embarras  de  richesses. 

If,  however,  we  build  after  the  manner  of  such  schemes 
as  the  masterpieces  of  builders  like  Schiilze,  the  way  is 
open  to  us  vastly  to  increase  the  range  of  the  stops  usable 
in  a  secondary  or  tertiary  capacity. 

You  are  all  acquainted  with  the  very  common  method 
of  making  stops  work  in  a  secondary  capacity  by  means 
of  the  octave  coupler.  One  hears  much  of  the  "illegiti- 
mate n  practice  of  making  stops  do  duty  in  more  than  one 
capacity  from  people  who  resort  freely  to  that  practice,  in 
most  reckless  fashion,  by  means  of  the  octave  coupler. 
This  method,  in  addition  to  the  reckless  introduction  of 
the  Sub-octave  coupler,  is  used  in  the  organ  of  St.  Louis, 
without  even  the  necessary  octave  of  pipes  and  sound- 
board to  complete  the  octave  coupler.  "The  ship  is 
spoiled  for  a  ha'p'orth  of  tar." 

Let  us,  however,  see  what  can  be  done  by  that  scientific 
and  careful  treatment  of  the  octave  coupler  for  which  I 
am  blamed,  while  unscientific,  incomplete  and  reckless 
use  of  it  are  praiseworthy.  I  now  draw  your  attention  to 
the  larger  specification.     The  Doubles  are  ample,  as  in  a 
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German  organ  by  Schiilze,  who  put  them  in  without  a 
thought  of  duplication,  and  they  reinforce  the  8  feet  in 
octave  coupling. 

If  we  now  examine  the  organs,  we  find  in  each  what 
we  may  call  a  Double  or  16  feet  organ,  e.g.,  in  the  Great 
we  have  two  16  feet  stops  and  one  8  feet  (the  Clarabella) 
which  sound  like  two  of  8  feet  and  one  of  4  feet  if  played 
an  octave  higher,  thus  gaining  in  makeshift  fashion  a 
secondary  stop-group  of  scale  smaller  than  the  normal 
"Great,"  well  balanced  in  itself  and  sufficiently  individual 
to  form  in  this  varied  role  a  veritable  separate  "organ," 
of  the  nature  of  a  Choir  organ. 

Playing  an  octave  higher  is,  however,  a  clumsy  method, 
and  it  is  soon  limited  in  the  upward  direction.  It  can  be 
more  conveniently  done  by  having  an  octave  action  and 
the  small  and  cheap  extra  octave  of  pipes  and  sound- 
board (without  which  the  octave  action  is  artistically 
inadmissible),  together  with  my  invention  of  a  stop  to 
silence,  on  being  drawn,  the  normal  or  8  feet  action.  In 
this  way  the  "  double  organ  "  can  be  used  in  its  secondary 
role  in  absolutely  complete  form,  while  playing  in  the 
ordinary  position. 

It  is,  however,  better  to  carry  the  principle  a  little 
further  in  order  not  to  disturb  the  original  normal  group. 
In  order  to  do  this  I  provide  for  such  stops  of  the  "  double 
organ  "  as  are  suitable,  a  secondary  stop-group  working  in 
conjunction  with  the  octave  action  only.  This  secondary 
group  or  "organ"  can  be  switched  off  and  on  alternately 
with  the  original  group.  Thus  following  the  rule  already 
laid  down  as  to  duplication.     This  entirely  avoids  the 
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confusion  which  is  liable  to  result  from  using  a  single- 
stop-group  in  two  different  roles,  with  a  further  advan- 
tage that  both  groups  may  be  separately  "registered" 
before  and  during  playing.  This  method  of  working  the 
principle  I  term  "octave  duplication."  I  refer  to  the 
"Great"  organ  of  the  three-manual  organ  described,  to 
show  how,  by  this  simple  treatment  of  a  given  organ, 
designed  upon  orthodox  lines,  the  tonal  resources  in 
variety  and  in  preparational  registering  may  be  practic- 
tically  doubled.  The  couplers  which  augment  a  given 
keyboard  are  also  duplicated  for  each  division  of  it.  An 
additional  "organ"  is  gained  without  any  additional 
stops. 

It  is  worthy  of  remark  that  while  I  am  constantly  told 
that  "  duplication  "  is  "  illegitimate,"  "  new-fangled,"  or 
what  not,  my  less  convenient  detail  for  the  same  result, 
viz.,  using  stops  in  octave  pitch,  together  with  my  "  Unison 
Silent"  stop,  is  now  copied  and  is  obtaining  vogue,  even 
with  the  unwarranted  omission  of  the  extra  octave.  That 
is  to  say,  the  principle  is  to  be  considered  illegitimate 
unless  the  details  be  imperfect  and  inconvenient.  There 
is  much  of  that  sort  of  argument  in  all  organ  improve- 
ment. Probably  you  are  acquainted  with  the  same  sort 
of  thing  in  other  matters.  Not  long  ago  it  was 
"illegitimate"  to  use  the  thumb  on  the  keyboard  or  the 
heels  in  pedalling.  It  is  only  quite  recently  that  the 
Germans  have  admitted  the  Swell  to  be  "  legitimate." 

But  a  further  enormous  economy  results.  The  large 
and  costly  pipes  of  16  feet  pitch  are  all  ready  for  use  as 
pedal  basses  for  the  duplicated  groups,  as  you  will  per- 
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ceive  on  glancing  at  the  fourth  column  under  the  head  of 
the  larger  organ.  That  is,  the  pipes  carry  down  the  tones 
an  octave  lower  than  the  manual  and  are  thus  legitimately 
available  in  the  manner  previously  described.  They  are 
usable,  also,  not  so  legitimately  but  quite  usefully,  as 
quiet  basses  for  other  stops.  De  minimis ,  I  repeat,  non 
curat  lex.  It  requires  an  acute  ear,  even  when  its  owner 
has  been  informed  of  the  device,  to  detect  any  deficiency 
even  then. 

It  is  within  the  bounds  of  modesty  that  I  claim  to  have 
obtained  by  these  contrivances  from  an  organ  of  given 
size,  double  the  resources  with  one-third  of  the  manipula- 
tion. Still  more  important,  the  manipulation  is  eclectic, 
leisurely  and  preparative,  instead  of  being  mechanical 
and  perfunctory. 
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DESCRIPTION    OF    CASSON'S    SYSTEM. 

This  system  of  organ-building  possesses  the  following 
unique  advantages,  placing  these  organs  at  least  a  gener- 
ation ahead  of  any  others. 

(a)  Extreme  simplicity  of  construction.  In  relation  to 
the  producible  effects  attainable — the  only  true  test — 
these  organs  are  far  more  simple  and  far  less  subject  to 
derangement  than  any  others. 

(b)  Extreme  simplicity  and  resourcefulness  of  com- 
binational movements.  The  accessories  are  few;  their 
effect  is  always  outwardly  demonstrated ;  they  cause  no 
embarrassment  to  an  unaccustomed  performer;  they 
involve  no  necessary  departure  from  the  R.C.O.  arrange- 
ments. They  may  be  summarized  as  affording  twice  the 
resources  with  only  one-third  of  the  manipulation. 

Above  all,  the  preparations  are  leisurely,  intellectual 
and  eclectic,  in  lieu  of  being  hurried,  mechanical  and 
arbitrary. 

(c)  Development  of  the  pedal  organ  in  design  and 
control  to  the  ne  plus  ultra  of  artistic  efficiency.     The 
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advantages  under  this  head  alone  place  these  organs  far 
in  advance  of  all  others.     See  under  Special  Summary. 

(d)  Octave  Duplication.  This  (with  the  exception  of 
the  crude  and  clumsy  French  Ventil  method)  is  the 
simplest  of  all  combinational  movements.  Without 
recourse  to  "borrowing"  or  its  analogues  it  doubles  the 
combinational  resources  at  trifling  additional  cost  of 
room  and  moderate  extra  cost  in  money,  while  adding 
greatly  to  fullness,  brilliance  and  power. 

(e)  Melody  Action  for  the  Solo  Organ.  This  appliance 
— though  not  strictly  a  part  of  the  system,  which  is  one 
of  control — provides  effects  of  extraordinary  beauty  and 
value;  enabling,  e.g.,  a  tuba  solo  or  obbligato  to  stand 
out  above  the  Full  Organ :  affording  also  exquisite 
effects  of  soft  character  and  giving  the  performer  to  a 
great  extent  the  advantages  of  a  third  hand.  Invaluable 
for  leading  a  great  mass  of  voices ;  also  for  music  written 
on  the  principle  of  the  leitmotiv,  etc. 

(f)  Perfect  control  of  all  couplers. 

The  extraordinary  efficiency  of  these  organs  allows  of 
the  use  of  much  smaller  instruments.  The  costly  and 
too  often  unsightly  "  organ-chamber "  can  almost  invari- 
ably be  dispensed  with,  invariably  to  the  enormous 
improvement  of  both  volume  and  quality  of  tone. 
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SPECIAL    SUMMARY. 

The  Pedal  Organ. 

As  regards  this  department,  the  following  advantages, 
described  in  the  lecture  herewith,  are  secured. 

1.  A  Pedal  Organ  comprising  proper  basses  for  any 
and  every  combination  of  the  stops  of  any  manual  (in- 
cluding basses  for  the  Swell  in  the  Swell  box)  provided 
in  an  artistic,  economical  and  legitimate  form. 

2.  The  Pedal  Help,  by  which  the  drawstops  of  the 
Pedal  Organ  and  its  couplers  instantly  move  into  the 
correct  bass  for  any  and  every  combination  of  manual 
stops  and  couplers. 

3.  Provision  of  means  whereby,  at  will,  the  drawstops 
of  the  Pedal  Organ  and  its  couplers  will  instantaneously 
and  automatically  follow  all  changes  in  the  office  or 
combinations  of  the  stops  and  couplers  of  any  manual. 

4.  Provision  of  means  whereby  when  the  Full  Organ 
(Grand  Jeu  or  collective)  pedal  is  used,  the  drawstops 
of  the  Pedal  Organ  and  its  couplers  will  still  move  into 
the  proper  bass  combination  for  each  manual  department 
severally. 
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5.  Ready  means  for  obtaining  distinctive  obbligato 
pedal  effects. 

6.  Ready  means  for  summoning  and  dismissing, 
alternatively  with  the  true  bass  effects,  distinctive  solo 
stops  of  the  Pedal  Organ  for  Canto-fermo,  leitmotiv  and 
similar  effects. 

This  complete  series  of  advantages,  every  one  of  which 
is  essential  to  a  complete  artistic  organ  of  any  pretension, 
has  not  hitherto  been  provided  save  under  Mr.  Casson's 
methods  and  by  the  Positive  Organ  Company,  Limited. 
The  seventh  is  equally  essential,  especially  where  an 
organ  is  divided. 

7.  Location  of  Pedal  Basses  with  their  manual  com- 
plementary stops  in  situ.  In  divided  organs  each 
division  thus  stands  absolutely  complete.  By  the  action 
of  the  "  Pedal  Helps "  organ  can  answer  organ  anti- 
phonally  in  complete  form,  or  join  in  a  chorus  of 
ensemble,  with  magnificence  of  effect  never  previously 
conceived  as  within  the  power  of  an  organist. 


TESTIMONIALS 

AS    TO 

CASSON'S    SYSTEM    OF     ORGAN-BUILDING, 

For  Organs  of  two  Manuals  and  upwards,  with  Pedals. 

From  the  Late  W.  T.  BEST,  Esq.,  Organist  of  St. 
George's  Hall,  Liverpool. 

"I  have  a  high  opinion  of  Mr.  Casson's  system  for  pro- 
viding a  suitable  and  prompt  Pedal-bass  during  the  frequent 
1  interchanges  of  the  Claviers/  so  necessary  in  the  perform- 
ance of  modern  organ  music.  The  old  expedient  of  having 
an  assistant  on  each  side  of  the  player  to  manipulate  the 
various  stops  and  couplers  is  very  properly  exploded  at  the 
present  day,  the  reasonable  demand  being  that  the  maker  of 
the  instrument  shall  provide  ample  and  immediate  means  of 
control  over  every  department  of  the  tone.  Unfortunately, 
when  organ  builders  shortened  the  keyboard  compass  in  the 
important  region  of  the  '  bass,'  they  have  constantly  neg- 
lected to  supply  the  indispensable  equivalent  of  an  adequate 
pedal  organ.  Even  in  the  largest  instruments,  where  an 
attempt  is  made  in  this  direction,  it  will  be  at  once  remarked 
that  the  pedal-bass  is  only  suitable  for  the  stops  comprising 
the  Great  or  most  powerful  clavier :  the  varieties  of  delicate 
tone  in  the  bass  (to  combine  with  the  more  frequently  used 
'  Choir '  and  '  Swell '  claviers)  being  almost  invariably  absent. 

"A  never-ending  obstacle,  also,  in  the  act  of  playing  is  a 
want  of  ready  means  to  control  the  use,  or  vice  versa,  of  the 
different  pedal  couplers  when  absolutely  necessary.  As  a 
case  in  point  I  may  name  an  organ  piece  highly  popular  some 
years  ago,  viz.,  the  Concerto  in  F  major,  with  flute  solo, 
by  Rinck.     I  know  of  no  instrument  where  it  is  possible  to 
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perform  this  work  with  a  suitable  pedal-bass  in  the  sudden 
entries  of  the  '  Tutti '  on  the  loud  clavier,  opposed  to  the  soft 
bass  tone  required  instantly  after  in  accompanying  the  solo 
passages ;  involving  in  addition  the  co-operation  of  the  pedal 
couplers.  In  Mr.  Casson's  work,  'The  Modern  Organ,'*  it 
will  be  seen  how  his  ingenious  system  provides  an  appro- 
priate pedal-bass  to  any  given  combination  of  the  manual 
stops,  combined  with  the  exact  coupler  required — all  being  at 
the  immediate  disposal  of  the  organist,  and  I  have  pleasure  in 
testifying  to  its  success  after  a  practical  experience  on  instru- 
ments constructed  on  this  plan." 

*  Mr.  Reeves.     Out  of  Print. 

Subsequent  improvements  make  this  work  out  of  date ;  but  it 
shows  the  train  of  thought. 

From  CHARLES  STEGGALL,  Esq.,  Mus.Doc,  Can- 
tab, Professor  of  the  Organ  at  the  Royal 
Academy  of  Music,  etc. 

"My  examination  some  time  ago  of  an  organ  in  your 
factory  resulted  in  a  very  favourable  impression  of  the  utility 
of  your  patents  as  applied  to  instruments  of  limited  size. 
The  '  pedal  help '  for  providing  an  appropriate  pedal-bass 
for  any  manual  combination  I  thought  admirable ;  while  the 
1  duplication  and  octave  duplication  action ' — so  far  as  I 
could  judge — certainly  had  the  effect  of  nearly  doubling  the 
resources  of  the  instrument  to  which  they  were  applied.' ' 

From  Professor  E.  H.  TURPIN,  Mus.Doc,  Hon. 
Sec.  the  Royal  College  of  Organists. 

"  With  pleasure  I  offer  my  testimony  regarding  the 
thought  for  the  player,  and  remarkable  inventive  skill  dis- 
played in  Mr.  Thomas  Casson's  improvements  in  organ  con- 
struction. The  pedaliers  invented  by  him  readily  and  very 
ingeniously  secure  proper  pedal-basses  for  each  manual  and 
its  characteristic  combinations.  The  duplication  system  of 
his  instruments  furnishes  a  large  increase  of  tone  colour 
resources.  Mr.  Casson's  inventions  are  alike  applicable  to 
tracker,  tubular-pneumatic  and  electric  actions.  This  fact 
points  to  the  universality  of  their  application.  Viewed  on 
paper  Mr.  Casson's  proposals  look  somewhat  complicated, 
but  at  the  keyboard,  and  in  actual  working,  they  are  found 
easy  of  manipulation.  Organ-builders,  and  all  interested  in 
organ  construction  and  organ-playing,  would  be  justified  in 
carefully  considering  Mr.  Casson's  improvements." 
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From  BASIL  HARWOOD,  Esq.,  M.A.,  Mus.Doc, 
Oxon,  Organist  of  Christchurch  Cathedral, 
Oxford,  and  Choragus  of  the  University. 

"I  have  played  on  organs  built  by  the  Casson  Company, 
and  have  much  pleasure  in  testifying  to  the  excellence  of 
their  tone. 

11  Organ  players  should  welcome  the  ingenious  mechanism 
which  provides  a  suitable  pedal-bass  and  coupler  for  any  com- 
bination of  stops  on  the  manuals." 

From  T.  H.  YORKE  TROTTER,  Esq.,  M.A.,  Mus< 
Doc,  Principal,  London  Academy  of  Music. 

Established  1865. 

"22  Princes  Street,  Cavendish  Square. 

"I  am  now  in  a  position  to  express  my  high  appreciation 
of  the  organ  built  in  the  concert  room  here. 

"  The  balance  of  tone  is  admirable,  and  the  scheme  of  stops 
could  hardly  be  improved.  The  quality  of  the  stops  is  excel- 
lent, and  has  been  much  admired  by  the  many  experts  who 
have  seen  the  organ.  The  peculiar  characteristics  of  the 
organ,  such  as  the  l  Pedal  Help/  '  Pedal  Solo,'  '  Melody 
Attachment'  and  'Octave  Duplication,'  are  most  useful  and, 
in  my  opinion,  are  amongst  the  most  important  improvements 
in  organ-building  during  the  last  twenty  years." 

From  C.  F.  ABDY  WILLIAMS,  Esq.,  M.A.,  Mus.Bac. 

(Author  of  "  The  Story  of  the  Organ.") 

"I  have  read  your  paper*  and  letter  with  the  greatest 
possible  interest,  and  my  reading  of  history  has  shown  me  that 
it  is  to  men  like  you,  who  are  not  afraid  of  experiments,  and 
who  can  live  down  the  inevitable  name-calling,  that  the  world 
is  indebted  for  all  improvements.  I  agree  with  everything, 
you  have  suggested  re  Pedals  and  Swell." 

*  Lecture  to  the  Society  of  Arts  by  Mr.   Casson,   January, 
1904,  on  "  Organ  Design." 

From   Rev.   H.   BEWERUNGE,  Professor  of   Music? 
St.  Patrick's  College,  Maynooth,  Ireland. 

"Having  carefully  examined  the  organ  erected  by  the 
Positive  Organ  Co.,  Ltd.,  in  the  Catholic  Church,  Omagh,  I 
have  no  hesitation  in  pronouncing  it  by  far  the  finest  instru- 
ment of  its  size  that  has  ever  come  under  public  notice. 

"  Its  superiority  is  due,  in  the  first  place,  to  the  system  of 
1  Octave  Duplication,'  which  I  consider  the  greatest  invention 
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in  the  history  of  organ-building,  because  by  a  simple  combina- 
tion action,  it  nearly  doubles  the  resources  of  a  given  number 
of  stops.  In  the  Omagh  organ,  the  variety  of  soft  accompani- 
mental  stops  and  combinations  of  stops,  as  well  as  the  number 
of  chorus  and  solo  effects,  is  almost  inexhaustible,  and  their 
control  extremely  easy.  The  individual  stops  are  what  their 
names  imply,  and  have  a  very  fine  tone.  The  Tuba,  Viola 
and  Contra  Fagotto  deserve  particular  praise,  being  some 
of  the  finest  representatives  of  their  kind  in  existence. 
Special  mention  should  also  be  made  of  the  Harmonic 
Twelfth,  the  new  form  of  that  indispensable  stop  making  it 
particularly  valuable.  The  tone  of  the  full  organ  is  magnifi- 
cent, proving  that  the  selection  and  scaling  of  the  stops,  from 
16  feet  stops,  which  are  ample  in  variety  and  power,  to  the 
remarkably  bold  and  successful  Mixtures,  has  been  made 
with  great  care  and  consummate  skill.  The  melodic  action  is 
very  useful,  and  admits  of  some  very  fine  and  novel  effects. 
The  key  action  is  unsurpassed  in  promptness  and  repetition. 
The  control  of  the  pedal  stops  on  Casson's  system  is,  in  my 
opinion,  the  only  thorough  and  rational  one  existing,  and 
the  new  form  adopted  in  the  Omagh  organ  particularly  cal- 
culated to  relieve  the  organist  of  an  immense  amount  of 
worry,  and  to  bring  about  a  more  artistic  style  of  playing. 
In  short,  I  consider  this  organ  the  most  scientific  one  ever 
built." 

From    JOHN    HEYWOOD,    Esq.,    M.I.S.M.,    Organist 
and  Choirmaster  of  St.  Paul's,  Balsall  Heath. 

"  Hanbxjry  House,  Camp  Hill,  Birmingham,  March  19th, 
1902. 

"Your  reconstruction  of  our  fine  Willis  organ  at  St.  Paul's, 
Balsall  Heath,  is  now  completed,  and  I  must  express  to  you 
my  great  satisfaction  with  the  rebuild. 

"The  touch  of  your  tracker-pneumatic  action  to  Swell  and 
Choir  seems  perfect,  the  response  as  prompt  as  with  the  old 
tracker  work,  with  no  perceptible  lack  of  grip,  and  as  light  as 
possible;  while  with  the  tubular  action  on  Solo  and  Pedals, 
there  is  no  waiting  for  the  tone  after  the  descent  of  the  key, 
as  is  too  commonly  the  case. 

"  The  control  of  each  department  is  complete,  and  one  is 
freed  from  all  worry  about  pedal  stops  and  couplers.  I  can 
play  the  four  strains  of  a  double  chant  on  as  many  manual 
organs,  each  with  its  appropriate  pedal  and  pedal  couplers, 
without  having  to  leave  out  a  single  note  of  any  chord  to  re- 
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arrange  pedal  stops  and  couplers.     If  this  is  not  a  demonstra- 
tion of  perfect  control,  what  is  it? 

"It  will  give  me  great  pleasure  to  show  the  organ  to  any 
persons  who  may  be  desirous  of  knowing  something  of  your 
advanced  line  of  organ  building." 

From  H.  J.  TIMOTHY,  Esq.,  A.R.A.M.,  F.R.C.O. 

"I  have  much  pleasure  in  testifying  to  the  great  value  of 
your  improvements  in  organ  construction.  After  inspection 
I  can  say  that  the  principles  and  practice  of  the  system  are 
faithfully  carried  out  to  the  immense  advantage  of  the 
player." 

From  CLARENCE  EDDY,  Esq.,  Chicago. 

"The  system  employed  is  quite  original  with  Mr.  Casson, 
who  is,  without  doubt,  the  most  progressive  builder  in 
England." 

From  E.  W.  TAYLOR,  Esq.,  Mus.Doc,  Organist  of 
St.  Mary's,  Stafford. 

"It  is  indeed  cheering  to  see  your  admirable  system  gain- 
ing ground.  If  organists  were  half  alive  to  their  best  interests 
it  would  be  Casson  and  nobody  but  Casson." 

From  EUGENE  WYATT,  Esq.,  A.R.C.O.,  Deputy 
Organist  of  the  Crystal  Palace.  (Referring  to 
the  Positive  Organ  Company,  Limited.) 

"I  certainly  hope  to  be  able  to  do  something  for  what  I 
consider  to  be  the  only  firm  of  artist  organ  builders." 

From  T.  W.  BELCHAMBER,  Esq.,  L.R.A.M. 

"The  resources  obtainable  under  your  system  are  certainly 
very  numerous.  The  pedal  helps  are  invaluable,  and  are 
easily  learned.  It  is  particularly  grateful  to  the  ear  of  the 
refined  musician  to  get  an  artistic  pedal  bass,  and  it  is  much 
to  be  deplored  that  one  so  seldom  hears  it  in  ordinary 
organs." 

From  CLAUDE  P.  LANDI,  Esq.,  L.R.A.M, 

"These  organs  are  absolutely  unique,  and  undoubtedly  the 
organs  of  the  twentieth  century.  The  system  of  stop  control, 
and  the  wealth  of  legitimate  effects,  as  contrived  by  Mr. 
Casson,   make  these   instruments    all   that   the  organist   can 

expect,    whether   for   the    concert   room    or   church I 

should  like  to  say  more  of  what  are  undoubtedly  the  finest 
organs  made  at  the  present  day.     All  is  perfect." 
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From  the  Late  Dr.  SPARK,  Leeds. 

"Mr.  Casson  will  yet  be  recognised  as  one  of  the  greatest 
benefactors  to  organists,  and  to  all  who  are  interested  in 
organs,  that  our  country  has  yet  produced." 

From  the  Late  J.   STIMPSON,   Esq.,   Organist  of 
the  Town  Hall,  Birmingham. 

"Accept  my  best  thanks  for  your  book  and  kind  letter. 
My  experience  leads  me  to  value  your  immense  improvements. 

' '  A  year  or  two  ago  I  gave  a  recital  at  the  ....  and  there 
found  an  ingenious  (?)  arrangement ;  the  whole  pedal  organ 
was  thrown  out  at  the  same  time  as  the  full  great  organ ;  but 
if  you  wanted  a  soft  pedal  organ  immediately,  your  hand 
must  make  the  necessary  alteration  in  the  pedal  organ. 

"The  great  drawback  to  any  improvements  in  organs  has 
been  the  unwillingness  of  builders  to  listen  to  any  suggestions 

or  to  move  out  of  their  groove Personally,   I  thank 

you  with  all  my  heart,  and  beg  to  assure  you  that  it  shall  not 
be  my  fault  if  your  improvements  are  not  more  widely  known, 
and  more  generally  adopted." 

From  the  Late  A.  J.  HIPKINS,  Esq.,  F.S.A. 

"I  have  pleasure  in  contributing  my  testimony  as  to  the 
beauty  of  tone,  ingenious  contrivance  and  system  of  appro- 
priate basses  so  ably  carried  out  under  Mr.  Casson's  direction. 
The  suitable  basses  are  to  me  of  great  importance  in  con- 
structing organs,  and  should  be  more  considered  than  they 
have  been." 

From  the  "Daily  Telegraph." 

"  The  principle  now  carried  out  marks  a  revolution  in 
organ  building,  and  adds  immensely  to  the  resources  of  in- 
struments and  performer." 

From  the  "Church  Times." 

"Without  personal  inspection  of  one  of  Mr.  Casson's  in- 
struments, it  is  not  an  easy  matter  to  describe  the  true  nature 
of  the  improvements ;  but  briefly  they  are  these : 

"Greater  control  over  the  various  combinations  required 
for  accompaniments  and  elaborate  voluntaries. 

"  Greater  variety  of  legitimate  effects  without  materially 
increasing  either  the  size  or  cost  of  the  instrument. 

"The  certainty  of  securing  exactly  the  right  amount  of 
pedal  power  for  any  manual  combination. 
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4 'The  provision  of  complete  solo  organs  without  recourse  to 
a  fourth  manual,  or  without  disturbing  in  any  way  whatever 
manual  combinations  the  performer  may  be  using  alternately 
with  the  solo  work. 

"The  merest  tyro  of  organ  playing  will  at  once  recognise 
from  this  short  list  the  advantages  of  a  '  Casson  '  instrument 
over  the  common  English  organ.  Without  an  inspection  no 
one  would  believe  how  thoroughly  Mr.  Casson  has  simplified 
the  labours  of  the  player." 

From  the  "Saturday  Review." 

"The  only  organs  that  are  perfect,  as  the  violin  and  piano- 
forte are  perfect. " 


Printed  by  The  New  Temple  Press,  17  Grant  Road,  Croydon. 


The  Positive  Organ  Compy., 

LIMITED. 

PROPRIETORS  OF    CASSON'S  PATENTS. 


First  Chairman  of  Directors, 
The  Late  DR.  E.  J.  HOPKINS. 

Managing  Director  and  Designer, 
THOMAS  CASSON. 


CHURCH,  CONCERT  HALL  AND  OTHER  ORGANS 

of  Two,  Three  or  Four  Manuals  with  Pedals 
on  Casson's  System. 

Special  Designs  for  Orchestral  Organs  of  Two  Manuals  and 
upwards,  combining  the  advantages  of  the  Philomel  and  the  larger 
patterns.  Reconstructions  of  existing  good  Organs  undertaken. 
Special  consideration  given  to  Organists'  own  designs,  Organs  for 
difficult  situations,  etc. 

Labial  (flue)  stops  of  perfect  reed  tone  and  great  power,  seldom 

require  tuning. 


THE 

POSITIVE  ORGAN 

(CASSON'S  PATENT).      Introduced  1896 

An  Organ  for  Village,  Mission  and  Colonial  Churches.  Produces 
on  one  Manual,  in  the  hands  of  Musicians  of  most  moderate  attain- 
ments, the  effects  of  Two  Manuals  and  Pedals.  Transposes.  Foot 
or  Hand  Blown.  Tone,  deep,  rich  and  powerful,  from  real  Organ 
Pipes  only.  Pretty  appearance.  Moderate  cost.  Very  small 
size.     Many  Hundreds  in  Use  all  over  the  World. 


THE 

PHILOMEL  ORGAN 

(CASSON'S    PATENT). 

Emperor  of  Self-players,  owing  to  the  distinct  assertion  of 
Orchestral  Melody  and  the  effect  of  a  true  Pedal  Bass.  Special 
Orchestral  Patterns  designed.  An  exquisite  Organ  for  Hall  or 
Chamber.     The  larger  patterns  are  "  duplicated." 

Estimates,  Testimonials,  etc.,  supplied  post  free.     Apply  to 
The  Secretary, 

POSITIVE   ORGAN  CO.,   LTD., 

17  Hanover  Place,  Hanover  Square,  London,  W. 
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CATALOGUE  OF 

BOOKS  ON  MUSIC 


Literature  covering  every  branch 
of  Music,  Biographical  and  Critical 
Studies  of  Composers,  Histories  of 
Musical  Instruments,  also  valuable 
Textbooks  and  Tutors  for  Teachers 
and  Students  of  the  Piano,  Organ, 
Violin,  Cello,  Theory,  Singing,  etc. 

All  prices  are  net  and  postage  extra 


Published  by 

WILLIAM  REEVES  Bookseller  Limited 

la  Norbury  Crescent,  London,  S.W.16 

Telephone:   POLlards  2108 


BOOKS  ABOUT  MUSIC 


ESTHETICS  OF  MUSICAL  ART,  or  The  Beautiful  in  Music. 
By  Dr.  Ferdinand  Hand.  Translated  from  the  German  by 
Walter  E.  Lawson,  Mus.Bac.  Cantab,  etc.  Third  Edition. 
Crown  8vo,  cloth,  10/-. 

THE  BOWED  HARP.  A  Study  of  the  History  of  Early  Musical 
Instruments.  By  Otto  Andersson,  Ph.D.,  President  of  the 
Swedish  University  at  Abo.  From  the  Original  Swedish  Edition, 
revised  by  the  Author.  The  Translation  Edited  with  additional 
footnotes  by  Kathleen  Schlesinger.  116  Illustrations, 
Bibliography  and  Index.    340  pages,  8vo,  cloth,  30/-. 

CATECHISM  OF  MUSICAL  HISTORY  AND  BIOGRAPHY. 

With  Especial  Reference  to  the  English  School.     By  F.  J. 
Crowest.    187  pages.    Post  8vo,  cloth,  5/-;  paper,  2/6. 

CHAMBER  MUSIC  AND  ITS  MASTERS  IN  THE  PAST  AND 
IN  THE  PRESENT.  By  Dr.  N.  Kilburn.  New  Edition, 
revised,  and  with  additional  chapters  by  Gerald  Abraham. 
With  Plates  and  Music  Illustrations.  Crown  8vo,  cloth,  18/-. 

CHRONOMETRICAL    CHART    OF    MUSICAL    HISTORY. 

Presenting  a  Bird's  Eye  View  from  the   Pre-Christian   Era 
to  the  XXth  Century.    By  C.  A.  Harris,  A.R.C.O.,  etc.  5/- 

THE  DEEPER  SOURCES  OF  THE  BEAUTY  AND  EXPRES- 
SION OF  MUSIC.  By  Joseph  Goddard.  With  many  Musical 
Examples.   Crown  8vo,  cloth,  7/6. 

ELIZABETHAN  VIRGINAL  MUSIC  AND  ITS  COMPOSERS. 

By  M.  H.  Glyn.  Second  edition,  1934,   25/-. 

THE  GIPSY  IN  MUSIC.  By  Franz  Liszt.  Translated  by  Edwin 
Evans. 


Gipsy  and  Jew,  Two  Wandering  Races. 
Gipsy  Life  in  Relation  to  Art. 
Gipsy  Music  and  Musicians. 


The  result  of  the  Author's  long  Experience  and  Investigations 
of  the  Gipsies  and  their  Music.  With  Portraits  of  the  Author 
etc.   Two  volumes,  demy  8vo,  cloth,  30/-. 

HISTORICAL  FACTS  FOR  THE  ARABIAN  MUSICAL  IN- 
FLUENCE ON  MUSICAL  THEORY.  By  Henry  George 
Farmer,  M.A.,  Ph.D.  Crown  8vo,  cloth,  35/-. 
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HISTORY  OF  RUSSIAN  MUSIC.  By  M.  Montagu-Nathan. 
The  Rise  and  Progress  of  the  Russian  School  of  Composers. 
With  a  Survey  of  their  Lives  and  a  Description  of  their  Works. 
Frontispiece.  2nd  Edition,  Revised.  Crown  8vo,  cloth,  16/-. 

HISTORY  OF  THE  HARP.  From  the  Earliest  Period.  By  John 
Thomas  {Pencerdd  Gwalia).    8vo,  paper  covers,  6/-. 

HISTORY  OF  THE  TRUMPET  OF  BACH  AND  HANDEL.   By 

Werner  Menke.  Translated  by  Gerald  Abraham.  5  Plates 
and  a  Supplement  of  Music.   Crown  8vo,  cloth,  18/-. 

This  history  of  the  trumpet  from  its  earliest  use  as  an  artistic 
instrument,  gives  special  reference  to  its  employment  by  Bach  and 
Handel.  The  correct  modern  performance  of  the  old  parts  is 
discussed,  and  a  description  of  a  new  instrument  invented  by  the 
author  for  this  purpose  is  included. 

HOW  TO  LISTEN  TO  GOOD  MUSIC  and  Encourage  the  Taste 
in  Instrumental  and  Vocal  Music.  With  many  useful  Notes  for 
Listener  and  Executant.  By  K.  Broadley  Greene.  Complete, 
cloth,  6/-,  or  in  two  books,  paper,  2/6  each. 

INTRODUCTORY  SKETCH  OF  IRISH  MUSICAL  HISTORY. 

By  W.  H.  G rattan  Flood.  A  compact  Record  of  the  Pro- 
gress of  Music  in  Ireland  during  1,000  Years.  Portraits. 
Crown  8vo,  cloth,  5/6;  paper,  3/-. 

MAKERS   OF  THE   HARPSICHORD   AND   CLAVICHORD 
1440-1840.    By  Donald  Boalch,  M.A.    32  Plates,  208  pp  ., 
4to,  cloth,  84/-. 

MUSIC  IN  THE  HIRSCH  LIBRARY  (Part  53  of  the  Catalogue  of 
Printed  Music  in  the  British  Museum),  by  A.  Hyatt  King 
and  C.  Humphries,  1951.  Published  for  the  Trustees  of  the 
British  Museum.  This  catalogue,  prepared  by  the  Museum 
staff,  lists  also  a  considerable  number  of  works  which  were 
either  not  included  in  the  original  four  volume  catalogue  by 
P.  Hirsch,  or  were  acquired  later.   4to,  cloth,  42/-. 

MUSIC  OF  THE  MOST  ANCIENT  NATIONS,  Particularly  of 
the  Assyrians,  Egyptians  and  Hebrews;  with  special  reference 
to  Discoveries  in  Western  Asia  and  in  Egypt.  By  Carl  Engel, 
1864  (reprinted  1929).  About  100  illustrations  and  many 
music  examples.    Demy  8vo,  cloth,  35/-. 

MUSICAL  DEVELOPMENT,  or  Remarks  on  the  Spirit  of  the 
Principal  Musical  Forms.  An  /Esthetical  Investigation,  in 
which  an  Attempt  is  made  to  show  the  Action  in  Music  of 
certain  Laws  of  Human  Expression ;  to  point  out  what  are  the 
Spiritual  Aims  of  the  Chief  Forms  of  Composition,  and  the 
Broad  Principles  upon  which  they  should  be  Constructed. 
By  Joseph  Goddard.   8vo,  cloth,  10/-. 
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NATIONAL  MUSIC  OF  THE  WORLD.  By  H.  F.  Chorley. 
Edited  by  H.  G.  Hewlett.  Many  Music  Examples.  Third 
Edition.   Crown  8vo,  cloth,  10/6. 

OLD  ENGLISH  PSALMODY.  By  W.  T.  Brooke.  First  Series: 
From  the  Accession  of  Edward  VI  to  the  Restoration  of 
Charles  II,  1547-1660.  Second  Series:  Psalmists  from  1660- 
1800.  Third  Series:  unpublished.  Crown  8vo,  paper  covers, 
3/6  each  series. 

OPERA  STORIES  OF  TO-DAY  AND  YESTERDAY,  Retold 
Act  by  Act  (including  Wagner's  "The  Ring"  Operas).  By 
Edmondstoune  Duncan.    Crown  8vo,  cloth,  6/6. 

PAN  PIPES,  THE  SPIRIT  OF  MUSIC  in  Nature,  Art  and 
Legends,  from  East  to  West.  Sixteen  Articles  for  General 
Reading,  with  Drawings  of  Eastern  Musical  Instruments. 
By  G.  P.  Green.   Crown  8vo,  cloth,  7/6. 

THE  PLACE  OF  SCIENCE  IN  MUSIC.  By  H.  Saint-Georgf. 
For  Advanced  Students  of  Harmony.  With  music  examples. 
8vo,  2/6. 

POLISH  MUSIC  AND  CHOPIN,  ITS  LAUREATE.  A  His- 
torical Account  from  995  to  the  Present  Time,  including 
Chopin  and  his  Works.  By  E.  Rayson.  Four  Portraits. 
Square  8vo,  cloth,  5/-;  paper,  3/6. 

RISE  AND  DEVELOPMENT  OF  MILITARY  MUSIC.    By  Dr. 

H.  G.  Farmer.  With  Illustrations  of  Early  Instruments  and 
Music  Examples,  and  Short  Biographical  Notices  of  all  the 
Staff  Bandmasters.   Crown  8vo,  cloth,  1 5/-. 

RISE  AND  DEVELOPMENT  OF  OPERA.  Embracing  a  Com- 
parative View  of  the  Art  in  Italy,  Germany,  France  and 
England.  By  Joseph  Goddard.  Snowing  the  Cause  of  the 
Falling  Back  of  the  English  School  in  the  Modern  Period,  and 
the  Compensation  which  that  Involved.  Numerous  Music 
Examples,  Portraits  and  Facsimiles.  Crown  8vo,  cloth,  15/-. 

SOME  ASPECTS  OF  CHINESE  MUSIC  AND  SOME 
THOUGHTS  AND  IMPRESSIONS  ON  ART  PRINCIPLES 
IN  MUSIC.  By  G.  P.  Green.  Post  8vo,  cloth,  6/-,  paper 
covers,  3/6. 

SOME  ASPECTS  OF  GIPSY  MUSIC.  By  D.  C.  Parker.  Post 
8vo,  cloth,  6/-,  paper  covers,  3/6. 

SOME  FAMOUS  SYMPHONIES,  How  to  Understand  Them. 
With  their  Story  and  Simple  Analysis.  Numerous  Portraits. 
By  J.  F.  Porte.  Dealing  with  Symphonies  of  Beethoven, 
Berlioz,  Borodin,  Brahms,  Chausson,  Dvorak,  Elgar,  Cesar 
Franck,  Haydn,  Mendelssohn,  Mozart,  Schubert,  Stanford 
and  Tchaikovsky.  Complete  in  cloth,  8/-,  or  in  2  separate 
parts,  paper,  2/6  each. 
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THE  SOURCES  OF  KEYBOARD  MUSIC  IN  ENGLAND.    By 

Charles  Van  den  Borren,  translated  by  J.   E.   Matthew. 
378  pages,  237  music  examples.  Crown  8vo,  cloth,  21/-. 

A  standard  European  work  of  musical  scholarship  and  one  which 
is  of  vital  interest  to  all  students  of  keyboard  music  of  the  16th  and 
early  17th  centuries. 

The  collection  of  keyboard  music  which  naturally  provides  the 
basis  for  this  study  is  the  Fitzwilliam  Virginal  Book,  and  detailed 
treatment,  copiously  illustrated  with  music  examples,  is  given  to 
the  various  figures — melodic,  rhythmic,  and  harmonic — in  this 
music  and  to  the  forms  and  styles  cultivated  by  composers  for  the 
Virginal.  Originally  published  in  England  in  1915,  this  book 
remains  the  only  thorough  study  of  its  type,  illuminating  a  most 
important  branch  of  English  and  European  music. 


STORY  OF  INDIAN  MUSIC  AND  ITS  INSTRUMENTS.     A 

Study  of  the  Present  and  a  Record  of  the  Past.  Together  with 
Sir  William  Jones'  celebrated  Treatise  on  the  Musical  Modes 
of  the  Hindus.  With  19  Plates,  chiefly  of  Instruments,  7  Music 
Illustrations  and  a  Map.  By  Ethel  Rosenthal,  A.R.C.M., 
F.R.G.S.    Crown  8vo,  cloth,  21/-. 


THE  STORYr  OF  MINSTRELSY.  By  Edmondstoune  Duncan. 
The  whole  body  of  Secular  Music  that  has  stood  the  test  of 
time  and  which  can  be  called  national.  Early  Gleemen,  the 
Minstrels  (church  and  social),  Troubadours,  the  Tudor  period, 
the  great  Elizabethanists,  etc.  Pp.  xvi,  337,  18/-. 


THE  STORY  OF  MUSICAL  FORM.  By  C.  Lucas.  The  General 
Principles  of  the  Art  of  Composition  and  how  they  have  been 
arrived  at;  explaining  the  development  of  the  scale,  of  tonic 
and  dominant,  cadences,  phrases  and  motives,  counterpoint, 
canon  and  fugue,  harmony,  style,  song  form,  variations, 
sonata  form.    Pp.  xvi,  226,  18/-. 


STRINGED  INSTRUMENTS  OF  THE  MIDDLE  AGES.  Their 
Evolution  and  Development.  By  Hortense  Panum.  English 
edition,  revised  and  edited  by  Jeffrey  Pulver.  A  detailed 
and  comprehensive  history,  with  illustrations,  of  the  evolution 
of  the  mediaeval  stringed  musical  instruments  from  their 
first  appearance  in  the  records  of  the  earliest  civilisations, 
through  their  gradual  development  in  the  Greek,  Roman 
and  Christian  eras  down  to  more  recent  times.  400  illustrations. 
8vo,  cloth,  pp.  ix,  511,   63/-. 
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TREATISE  ON  BYZANTINE  MUSIC.     By  S.  G.  Hatherley. 

208  Music  Examples.   162  pages,  4to,  cloth,  25/-. 
There  are  upwards  of  50  unabbreviated  musical  pieces,  ancient 
and  modern,  from  Greek,  Russian,  Turkish  and  Egyptian  sources, 
given  and  fully  analysed. 

TRIBAL  MUSIC  AND  DANCING  IN  THE  SOUTHERN 
SUDAN,  at  Social  and  Ceremonial  Gatherings.  A  descriptive 
account  of  the  music,  rhythm,  etc.,  from  personal  observation. 
By  Dr.  A.  N.  Tucker.  5  illustrations,  61  music  examples 
illustrating  the  dances,  songs  and  rhythm.  57  pages,  demy  8vo, 
cloth,  10/6. 

THE  TROUBADOUR  AS  MUSICIAN,  Past  and  Present.  By 
C.  A.  Harris.  Cloth,  5/-;  paper,  2/6. 

THE  WORLDS  EARLIEST  MUSIC.  Traced  to  its  Beginnings 
in  Ancient  Lands.  By  collected  Evidences  of  Relics,  Records, 
History  and  Musical  Instruments,  from  Greece,  Etruria, 
Egypt,  China,  through  Assyria  and  Babylonia  to  the  Primitive 
Home,  the  Land  of  Akkad  and  Sumer.  By  Hermann  Smith. 
With  sixty-five  Illustrations,  nearly  400  pages.  Crown  8vo, 
cloth,  21/-. 
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BRITISH  MUSICAL  BIOGRAPHY.  A  Dictionary  of  Musical 
Artists,  Authors  and  Composers  born  in  Britain  and  its 
Colonies.    By  J.  D.  Brown  and  S.  S.  Stratton.    8vo,  cloth, 

21/-. 

Despite  its  age,  this  book  is  still  of  importance  because  it  contains 
particulars  of  many  musicians  not  listed  elsewhere. 

FROM  MENDELSSOHN  TO  WAGNER.  Being  the  Memoirs  of 
J.  W.  Davison,  forty  years  Music  Critic  of  The  Times,  compiled 
by  his  son,  Henry  Davison,  from  Memoranda  and  Docu- 
ments. With  52  portraits  of  Musicians  and  Important  Letters 
(previously  unpublished)  of  Mendelssohn,  Berlioz,  Gounod, 
Jullien,  Macfarren,  Stemdale  Bennett,  etc.  Index,  539  pages, 
8vo,  cloth,  35/-. 

MUSIC  AND  MUSICIANS.    Essays  and  Criticisms,  by  Robert 

Schumann.      Translated,  Edited  and  Annotated  by  F.  R. 

Ritter.   Two  volumes,   crown  8vo,  cloth,  25/-  each. 

Schumann's   literary   gifts   and   interests   almost   equalled   his 

musical  ones.   From  boyhood  he  was  drawn  to  literary  expression, 

and  his  writings  on  music  belong  to  the  best  among  the  romantic 

literature  of  the  1 9th  century.   The  same  fire,  poetry,  directness  of 

expression,  the  same  inventiveness  we  love  in  his  compositions, 

also  animates  his  prose. 

MUSICAL  MEMORIES.  By  William  Spark,  Mus.Doc.  (late 
Organist  of  the  Town  Hall  Leeds).  Third  Edition.  With 
sixteen  Portraits.  Thick  crown  8vo,  cloth,  10/-. 

REEVES'  DICTIONARY  OF  MUSICIANS.  Biographical 
Accounts  of  about  2,500  Noteworthy  Musicians  of  the  Past 
and  Present.  Edited  by  Edmundstoune  Duncan  and  Others. 
Crown  8vo,  cloth,  7/6,  paper  covers,  4/-. 

SKETCHES  OF  ENGLISH  GLEE  COMPOSERS.  Historical, 
Biographical  and  Critical.  From  about  1735-1866.  By  D. 
Baptie.  Post  8vo,  cloth,  8/6. 

SOME    MUSICAL    RECOLLECTIONS    OF    FIFTY    YEARS. 

By  Richard  Hoffman.     With  Memoir  by  Mrs.  Hoffman. 
Illustrated  with  many  Portraits.    Crown  8vo,  cloth,  10/-. 

An  interesting  book  of  reminiscences  by  a  prominent  Anglo- 
American  pianist  and  composer  (1831-1909).  He  studied  under 
Pleyel,  Moscheles,  Rubinstein  and  Liszt,  and  became  a  concert 
pianist  in  New  York,  and  also  toured  with  Jenny  Lind.  Hoffman 
composed  and  published  many  pianoforte  pieces  of  the  brilliant 
kind  in  vogue  at  the  time. 
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STUDIES  IN  RUSSIAN  MUSIC.  Critical  Essays  on  the  most 
important  of  Rimsky-Korsakov's  operas,  Borodin's  "Prince 
Igor,"  Dargomizhsky's  "Stone  Guest,"  etc.;  with  chapters  on 
Glinka,  Mussorgsky,  Balakirev  and  Tschaikovsky.  By  Gerald 
Abraham.  92  music  examples.  350  pages,  demy  8vo,  cloth, 
25/-. 

ON  RUSSIAN  MUSIC.  Critical  and  Historical  Studies  of  Glinka's 
Operas,  Balakirev's  Works,  etc.  With  chapters  dealing  with 
Compositions  by  Borodin,  Rimsky-Korsakov,  Tchaikovsky, 
Mussorgsky,  Glazunov,  and  various  other  Aspects  of  Russian 
Music.  By  Gerald  Abraham.  With  Frontispiece  and  88  Music 
Examples.    Demy  8vo,  cloth,  21/-. 

The  above  two  books  complement  one  another,  and  together 
form  a  valuable  survey  of  Russian  music  of  the  period  1836  to  1910. 
The  operas  of  Rimsky-Korsakov  are  studied  fully,  also  Borodin's 
"Prince  Igor",  Glinka's  operas  and  Balakirev's  music.  Gerald 
Abraham  is  Professor  of  Music  at  Liverpool  University,  and  is  the 
chief  English  authority  on  Russian  music. 

THE  SYMPHONY  WRITERS  SINCE  BEETHOVEN.  Critical 
Essays  on  Schubert,  Schumann,  Gotz,  Brahms,  Tchaikovsky, 
Bruckner,  Berlioz,  Liszt,  Strauss,  Mahler,  Mendelssohn, 
Saint-Saens,  etc.  By  Felix  Weingartner.  Translated  by  A. 
Bles.  Twelve  Portraits.  Second  Impression.  With  Chapter 
added  by  D.  C.  Parker  on  Weingartner's  Symphony  No.  5. 
Crown  8vo,  cloth,  16/-. 

WITH  THE  GREAT  COMPOSERS.  A  Series  of  Pen  Pictures, 
exhibiting  in  the  form  of  Interviews  the  Personal  Character- 
istics as  Artists  of  the  World's  great  Tone  Poets.  By  Gerald 
Cumberland.    Portraits.    Cr.  8vo,  cloth,  10/-. 

Deals  with  Chopin,  Haydn,  Mendelssohn,  Paganini,  Beethoven, 
Handel,  Rossini,  Schubert,  Liszt,  Berlioz,  Mozart,  Wagner 
Tchaikovsky,  Cherubini,  Wolf,  Borodin,  Schumann,  Sullivan. 


HOW  TO  PLAY  BACH'S  48  PRELUDES  AND  FUGUES.     A 

Guide  Book  for  the  use  of  Piano  Students  as  an  aid  to  the 
Unravelling  and  Interpretation  of  these  Masterpieces,  ensuring 
a  more  Intelligent  Keyboard  Rendering.  By  C.  W.  Wilkinson. 
Crown  8vo,  cloth,  10/-. 

OUTLINE  ANALYSIS  OF  BACH'S  FORTY-EIGHT  FUGUES. 

By  Brook  Sampson.   3/-. 

BALFE,  HIS  LIFE  AND  WORK.    By  Wm.  Alexander  Barrett. 
Over  300  pages.  Crown  8vo,  cloth,  15/-. 


10 


BOOKS  ABOUT  MUSICIANS 


BEETHOVEN.  By  Richard  Wagner.  With  a  Supplement  from 
the  Philosophical  Works  of  Arthur  Schopenhauer.  Translated 
by  Edward  Dannreuther.  Third  Edition.  Crown  8vo, 
cloth,  15/-. 

BEETHOVEN  AND  HIS  PIANO  WORKS  (Sonatas,  Concertos, 
Variations,  etc.).  Descriptive  and  Analytic  Aid  to  their  Under- 
standing and  Rendering.  By  Herbert  Westerby.  With  list 
of  Principal  Editions  and  Bibliography.  3  illustrations,  45 
music  examples.    Crown  8vo,  cloth,  10/-. 

BEETHOVEN'S  PIANOFORTE  SONATAS  Explained  for  the 
Lovers  of  the  Musical  Art.  By  Ernst  von  Elterlein.  Trans- 
lated by  E.  Hill,  with  Preface  by  Ernst  Pauer.  Revised 
Edition  (the  Seventh  issue).  With  Portrait,  and  View  of 
Beethoven's  House.  Crown  8vo,  cloth,  10/-. 

NOTES  ON  THE  INTERPRETATION  OF  24  FAMOUS  PIANO 
SONATAS  BY  BEETHOVEN.  By  J.  Alfred  Johnstone. 
Portrait,  crown  8vo,  cloth,  12/6. 

BEETHOVEN'S  PIANO  SONATAS.  A  Descriptive  Com- 
mentary on  the  Sonatas  in  the  light  of  SchnabeFs  Interpreta- 
tions ;  giving  an  aesthetic  Appreciation  of  each  Sonata,  with  an 
Outline  of  the  Development  of  the  Sonata  Form  in  Beethoven's 
hands.  With  a  Biographical  Sketch  of  Schnabel  and  an 
account  of  his  activity  as  an  executant,  composer  and  teacher. 
By  Rudolf  Kastner.  Translated  by  Gerald  Abraham. 
55  pages,  post  8vo,  paper,  3/6. 

A  CRITICAL  STUDY  OF  BEETHOVEN'S  NINE  SYMPHON- 
IES, with  a  Few  Words  on  His  Trios  and  Sonatas,  a  Criticism 
of  "Fidelio"  and  an  Introductory  Essay  on  Music.  By  Hector 
Berlioz.  Translated  from  the  French  by  Edwin  Evans. 
Portrait.  Crown  8vo,  cloth,  21/-. 

BEETHOVEN'S  NINE  SYMPHONIES  Fully  Described  and 
Analysed.  A  complete  Account  of  Thematic  Material  and 
auxiliary  Motives,  an  Analytical  Chart  of  each  Movement,  full 
Technical  Descriptions  of  Developments,  Particulars  of  Formal 
and  Rhythmic  Features,  Epitomical  Tables,  etc.  Illustrated  by 
637  Musical  Examples.  By  Edwin  Evans.  Cloth,  Vol.  I  (Nos. 
1  to  5),  21/-.  Vol.  II  (Nos.  6  to  9),  out  of  print. 

BEETHOVEN'S  SYMPHONIES  in  their  Ideal  Significance, 
Explained  by  Ernst  von  Elterlein.  Translated  by  Francis 
Weber.  With  an  Account  of  the  Facts  Relating  to  Beethoven's 
Tenth  Symphony.  By  L.  Nohl.  Second  Edition.  Crown 
8vo,  cloth,  10/-. 

BEETHOVEN'S  SYMPHONIES  Critically  Discussed  by  Alex- 
ander Teetgen.  With  Preface  by  John  Broadhouse.  Second 
Edition.   Post  8vo,  cloth,  6/6. 
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The  Critical  Writings  of  Hector  Berlioz 

A  CRITICAL  STUDY  OF  BEETHOVEN'S  NINE  SYM- 
PHONIES, with  a  few  Words  on  his  Trios  and  Sonatas,  and  a 
Criticism  of  Fidelio.   Portrait.   Crown  8vo,  cloth,  21/-. 

GLUCK  AND  HIS  OPERAS,  with  an  Account  of  their  Relation 
to  Musical  Art.    Portrait.    Crown  8vo,  cloth,  18/-. 

MOZART,  WEBER  AND  WAGNER,  with  various  other  Essays 
on  Musical  Subjects.  Crown  8vo,  cloth,  18/-. 

The  above  three  books  form  a  full  and  readable  translation  by 
Edwin  Evans  of  the  justly  celebrated  critical  writings  of  Hector 
Berlioz  issued  under  the  title  of  "A  Travers  Chant." 


BORODIN  THE  COMPOSER  AND  HIS  MUSIC.  A  Descriptive 
and  Critical  Analysis  of  his  Works  and  a  Study  of  his  Value 
as  an  Art  Force.  With  many  references  to  the  Russian  Kouchka 
Circle  of  Five — Balakirev,  Moussorgsky,  Cesar  Cui,  Rimsky- 
Korsakov,  and  Borodin.  By  Gerald  Abraham.  With  music 
examples  and  5  Portraits.    Crown  8vo,  cloth,  18/-. 

LIFE  OF  JOHANNES  BRAHMS.  By  Florence  May  Second 
Edition,  Revised.  Two  Volumes,  demy  8vo,  cloth,  35/-. 
This  work  still  remains  the  most  comprehensive  single  work  on 
the  composer  published.  It  is  based  on  material  gathered  at  first 
hand  during  the  course  of  several  visits  to  the  Continent,  and  its 
value  as  a  personal  document  is  enhanced  by  the  author's  own 
recollections  and  impressions  of  Brahms,  which  were  the  result  of 
personal  contact  with  and  actual  study  under  the  great  master. 

HISTORICAL,  DESCRIPTIVE  AND  ANALYTICAL  ACCOUNT 
OF  THE  ENTIRE  WORKS  OF  BRAHMS.  By  Edwin 
Evans.  The  Works  are  treated  in  the  order  of  their  Opus 
Numbers,  and  every  Composition  is  dealt  with  in  detail. 
Complete  in  4  volumes  with  altogether  1,500  pages  and  over 
1,000  Music  Examples  and  Tables,  as  follows: 

CHAMBER    AND    ORCHESTRAL    WORKS    OF    BRAHMS. 

First  Series  to  Op.  67.    By  Edwin  Evans.   30/-. 

CHAMBER    AND    ORCHESTRAL    WORKS    OF    BRAHMS. 

Second  Series,  Op.  68  to  the  End.   By  Edwin  Evans.   35/-. 

PIANO  AND  ORGAN  WORKS  OF  BRAHMS.  By  Edwin 
Evans.   30/-. 

VOCAL  WORKS  OF  BRAHMS.   By  Edwin  Evans.   35/-. 
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LIFE  OF  CHERUBIM.  By  F.  J.  Crowest.  (Great  Musicians 
Series.)  Crown  8vo,  cloth,  6/-. 

CHERUBEM.  Memorials  illustrative  of  his  life.  By  E.  Bellasis. 
Crown  8vo,  cloth,  25/-. 

CHOPIN'S  GREATER  WORKS  (Preludes,  Ballads,  Nocturnes, 
Polonaises,  Mazurkas).  How  they  should  be  Understood.  By  J. 
Kleczynski.  Including  Chopin's  Notes  for  a  "Method  of 
Methods."  Translated  by  N.  Janotha.  Second  Edition. 
With  music  examples.    Crown  8vo,  cloth,  8/6. 

HOW  TO  PLAY  CHOPIN.  The  Works  of  Chopin,  their  Proper 
Interpretation.  By  J.  Kleczynski.  Translated  by  A.  Whit- 
tingham.  Sixth  Edition.  Music  Illustrations.  Crown  8vo, 
cloth,  7/6. 

Contains  the  cream  of  Chopin's  instructions  to  his  own  pupils. 
To  admirers  of  Chopin  and  players  of  his  music  we  should  say  this 
book  is  indispensable. 

CHOPIN  AS  REVEALED  BY  EXTRACTS  FROM  HIS  DIARY. 

By  Count  Tarnowski.     Translated  from  the  Polish  by  N. 
Janotha.  With  eight  Portraits.  Crown  8vo,  paper  covers,  5/-. 

In  the  above  notes  Chopin  alludes  to  many  of  his  compositions  as 
well  as  relating  the  conditions  under  which  they  were  written. 

FREDERIC  CHOPIN,  Critical  and  Appreciative  Essay.   By  J.  W. 

Davison.   8vo,  3/-. 

CHOPIN  THE  COMPOSER  AND  HIS  MUSIC.  An  Analytic 
Critique  of  Famous  Traditions  and  Interpretations,  as  exhibited 
in  the  Playing  of  Great  Pianists,  Past  and  Present.  By  John  F. 
Porte.  With  portrait.   193  pages,  crown  8vo,  cloth,  10/6. 

HANDBOOK  TO  CHOPIN'S  WORKS.  A  Detailed  Account  of 
all  the  Compositions  of  Chopin.  Short  Analyses  for  Piano 
Student  and  Critical  Quotations  from  Writings  of  Well- 
known  Musical  Authors.  Chronological  List  of  Works,  etc. 
By  G.  C.  A.  Jonson.  Second  Edition.  Crown  8vo,  cloth,  18/-. 

"Here  in  one  compact  volume  is  all  that  is  necessary  to  know 
about  Chopin  and  his  works  except  by  the  leisured  enthusiast." 

HANDEL'S  MESSIAH.  The  Oratorio  and  its  History.  A  Hand- 
book of  Hints  and  Aids  to  its  Public  Performance,  with  useful 
Notes  on  each  Movement,  as  well  as  Numerous  References 
and  much  Original  Information.  By  J.  Allanson  Benson. 
Cloth,  6/-,  paper,  3/-. 

LISZT,  COMPOSER,  AND  HIS  PIANO  WORKS.  Descriptive 
Guide  and  Critical  Analysis,  written  in  a  popular  and  concise 
style.  By  Herbert  Westerby,  Mus.Bac,  Lon.,  etc.  5  illustra- 
tions, 24  music  examples.  336  pp.,  crown  8vo,  cloth,  15/-. 
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ANALYSIS    OF    MENDELSSOHN'S    ORGAN    WORKS.       A 

Study  of  their  Structural  Features.  By  Joseph  W.  G.  Hatha- 
way, Mus.B.  Oxon.  127  Music  Examples.  Portrait  and 
Facsimiles.    Crown  8vo.  cloth,   12/6. 

HOW  TO  INTERPRET  MENDELSSOHN'S  "SONGS  WITH- 
OUT WORDS"  (the  celebrated  "Lieder  ohne  Worte"). 
A  Readable  and  Useful  Guide  for  All.  Gives  the  Piano 
Students  helpful  Insight  into  the  first  Principles  of  Form  in 
Music.  By  Charles  W.  Wilkinson.  With  portrait  and 
facsimile  of  MS.  Crown  8vo,  cloth,  6/-;  paper,  3/6. 

MOZART:  a  Commemorative  Address  read  before  the  Positivist 
Society.   By  V.  Lushington.   8vo,  2/-. 
Mozart  and  Religion. 

MOZART  AND  THE  SONATA  FORM:  A  Companion  Book 
to  any  Edition  of  Mozart's  Piano  Sonatas,  including  an 
Analysis  of  the  Form  of  each  Movement,  with  Notes  upon 
Treatment  and  Tonality,  by  J.  Raymond  Tobin,  Mus.B. 
Crown  8vo,  cloth,  15/-. 

THE  SONATA:  Its  Form  and  Meaning,  as  Exemplified  in  the 
Piano  Sonatas  by  Mozart.  A  Descriptive  Analysis,  with 
Musical  Examples.   By  F.  Helena  Marks.  8vo,  cloth,  16/-. 

QUESTIONS  ON  MOZART'S  SONATAS.  By  F.  Helena 
Marks.  Aid  and  Companion  to  the  Study  of  the  Author's 
work,  "The  Sonata:  Its  Form  and  Meaning  as  Exemplified 
in  the  Piano  Sonatas  by  Mozart."   Paper  covers,  2/6. 

PURCELL.  By  William  H.  Cummings,  Mus.Doc.  (Great 
Musicians  Series).  Crown  8vo,  paper  covers,  6/-. 

RACHMANINOFF.  An  Exhilarating  Biographical  Study  of  this 
Genius  of  the  Keyboard.  By  Watson  Lyle.  Preface  by  Leff 
Pouishnoff.  Two  Portraits  and  List  of  Works.  Crown  8vo, 
cloth,  18/-. 

FRANZ  SCHUBERT,  Man  and  Composer.  A  Vivid  Story  of 
a  Charming  Personality.  By  C.  Whttaker- Wilson.  With 
Original  Translations  into  English  of  eight  Well-known 
Schubert  Songs,  together  with  the  Music  for  the  Voice. 
Portraits  and  Illustrations  of  Schubert  and  his  Friends. 
Crown  8vo,  cloth,  15/-. 

HENRY  SMART'S  ORGAN  COMPOSITIONS  ANALYSED. 

By  J.  Broadhouse.  Crown  8vo,  cloth,  5/-. 

WAGNER'S  TEACHINGS  BY  ANALOGY.  His  Views  on 
Absolute  Music  and  of  the  Relations  of  Articulate  and  Tonal 
Speech,  with  Special  Reference  to  "Opera  and  Drama."  By 
Edwin  Evans.    Crown  8vo,  cloth,  6/-;  paper,  3/6. 
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WAGNER'S  Ring  des  Nibelungen.  The  Story  of  Wagner's  "Ring" 
for  English  Readers.  By  N.  Kilburn,  Mus.Bac,  Cantab. 
Crown  8vo,  paper,  2/-. 

OPERA  AND  DRAMA.  By  Richard  Wagner.  Translated  by 
Edwin  Evans.  Opera  and  the  Essence  of  Music,  The  Stage- 
Play  and  Dramatical  Poetic  Art  in  the  Abstract,  Poetry  and 
Music  in  the  Drama  of  the  Future.   2  vols.   Crown  8vo,  cloth, 

42/-. 

WAGNER'S  PROSE  WORKS.  Translated  by  Wm.  Ashton 
Ellis.  Vol.  I,  The  Art- Work  of  the  Future,  etc.,  21/-;  Vol.  II, 
Opera  and  Drama,  out  of  print;  Vol.  Ill,  The  Theatre,  21/-; 
Vol.  IV,  Art  and  Politics,  21/-;  Vol.  V,  Actors  and  Singers, 
out  of  print;  Vol.  VI,  Religion  and  Art,  out  of  print;  Vol.  VII, 
In  Paris  and  Dresden,  out  of  print;  Vol.  VIII,  Posthumous, 
etc.,  out  of  print. 

HOW  TO  UNDERSTAND  WAGNER'S  "RING  OF  THE 
NIBELUNG."  Being  the  Story  and  a  Descriptive  Analysis 
of  the  "Rheingold,"  the  "Valkyr,"  "Siegfried"  and  the  "Dusk 
of  the  Gods."  With  Musical  Examples  of  the  Leading  Motives 
of  Each  Drama.  By  Gustave  Kobbe.  Together  with  a  Sketch 
of  Wagner's  Life.  By  N.  Kilburn,  Mus.Bac.  Cantab.  Seventh 
Edition.  Crown  8vo,  cloth,  10/-. 

Description  and  analysis  go  hand  in  hand  with  the  narration  of 
the  story.  Musical  examples  are  given  as  aids  to  the  identiflca^ 
tion  of  the  leading  motives  and  an  index  makes  it  easy  for  any 
reader  to  turn  up  any  particular  motive  instantly. 
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THE  CONDUCTOR,  THE  THEORY  OF  HIS  ART.  By  Hector 
Berlioz.  Translated  by  J.  Broadhouse.  With  41  Diagrams 
and  Examples.  Crown  8vo,  cloth,  7/6;  paper  covers,  4/-. 

HANDBOOK    ON    THE    TECHNIQUE    OF    CONDUCTING. 

By  Sir  Adrian  Boult.  Seventh  Edition,  revised.  5/-. 

INSTRUMENTS  AND  ART  OF  THE  ORCHESTRA.  An  In- 
troductory Study.  With  Table  showing  Range  of  each  Instru- 
ment.  By  P.  W.  de  Courcy-Smale,  Mus.Bac.  8vo,  boards,  6/-. 

METHOD  OF  INSTRUMENTATION.  How  to  Write  for  the 
Orchestra  and  Arrange  an  Orchestral  or  Band  Score.  Illus- 
trated with  Music  Examples  and  various  large  folding  Charts 
and  Index.  By  Edwin  Evans.  Demy  8vo,  cloth,  two  volumes. 
Vol.  I.  How  to  Write  for  Strings,  Arrangement  of  Scoring  and 
Preparation  of  Parts.  With  Charts.  10/-. 
Vol.  II.  How  to  Write  for  Wood,  Brass  and  Drums,  and 
Arrange  a  Band  Score.  With  large  folding  Charts.   10/-. 

NOTES  ON  CONDUCTORS  AND  CONDUCTING.    By  T.  R. 

Croger,  F.R.G.S.,  F.Z.S.,  also  the  Organising  and  Con- 
ducting of  Amateur  Orchestras,  with  three  full-page  Illustra- 
tions of  the  various  "Beats"  and  Plan  of  the  Orchestra. 
Revised  and  Enlarged.   Crown  8vo,  paper,  3/-. 

ON  CONDUCTING.  By  Richard  Wagner.  Translated  by 
Edward  Dannreuther.  A  Treatise  on  Style  in  the  Execution 
of  Classical  Music.   Fourth  Edition.   Crown  8vo,  cloth,  8/6. 

ORCHESTRAL  AND  BAND  INSTRUMENTS.  A  Short  Account 
of  the  Instruments  used  in  the  Orchestra,  and  in  Brass  and 
Military  Bands.  By  G.  F.  Broadhead,  Mus.B.  Dunelm, 
L.Mus.T.C.L.  With  24  Illustrative  Music  Examples.  Post 
8vo,  cloth,  5/-. 

ORCHESTRAL  WIND  INSTRUMENTS,  Ancient  and  Modern 
Being  an  Account  of  the  Origin  and  Evolution  of  Wind 
Instruments  from  the  Earliest  Times.  By  U.  Daubeny,  11 
plates  illustrating  61  Instruments  or  Parts.   8vo,  cloth,  25/-. 

PRACTICAL  GUIDE  FOR  THE  CONDUCTOR  and  Useful 
Notes  for  the  Orchestra.  By  F.  W.  de  Massi-Hardman.  With 
Music  Examples  and  Diagrams.   3/-. 
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ART  OF  ORGAN  ACCOMPANIMENT  IN  THE  CHURCH 
SERVICES.  What  to  Do  and  what  to  Avoid :  being  a  Guide 
to  the  Organist  in  the  effective  rendering  of  the  Music.  By 
Walter  L.  Twinning,  F.R.C.O.  Boards,  3/6. 

THE  EARLY  ENGLISH  ORGAN  BUILDERS  and  their  Works, 
from  the  Fifteenth  Century  to  the  Period  of  the  Great  Rebellion 
By  Dr.  E.  F.  Rimbault.    Post  8vo,  boards,  12/-. 

THE  INFLUENCE  OF  THE  ORGAN  IN  HISTORY.  By  Dudley 
Buck.   Crown  8vo,  boards,  4/-;  paper  covers,  2/-. 

INTERNATIONAL  REPERTOIRE  GUIDE  (Historical,  Educa- 
tional and  Descriptive)  to  Foreign,  British  and  American 
Works.  By  Herbert  Westerby.  4to,  cloth,  21/-. 

Describes  the  best  Organ  Music  of  foreign  countries  as  well  as  of 
Britain  and  America. 

A  large  and  beautifully  presented  quarto  work,  fully  illustrated  by 
thirty-six  plates  on  fine  art  paper,  comprising  seven  English  and 
sixteen  foreign  organs,  thirty-one  portraits,  and  illustrations  of  the 
houses  of  Bach  and  Handel. 

LECTURE  ON  THE  PEDAL  ORGAN.  Its  History,  Design  and 
Control.  By  Thomas  Casson.  With  folding  Diagram.  8vo 
cloth,  6/-. 

MODERN  ORGAN  BUILDING.  By  Walter  &  Thomas  Lewis 
(Organ  Builders).  Practical  Explanation  and  Description  of 
Organ  Construction  with  especial  regard  to  Pneumatic  Action 
and  Chapters  on  Tuning,  Voicing,  etc.  Third  Edition,  Re- 
vised. 116  Illustrations,  including  76  Drawn  to  Scale  and 
Reproduced  from  actual  Working  Drawings.   4to,  cloth,  35/-. 

MODERN  ORGAN  TUNING,  The  How  and  Why,  Clearly 
Explaining  the  Nature  of  the  Organ  Pipe  and  the  System  of 
Equal  Temperament,  together  with  an  Historic  Record  of  tho 
Evolution  of  the  Diatonic  Scale  from  the  Greek  Tetrachord. 
By  Hermann  Smith.    Crown  8vo,  cloth,  10/6. 

NEW  ORGAN  PRINCIPLES  AND  THEIR  INTERPRETATION. 

A  Guide  to  and  Suggestions  on  Phrasing  and  Registration 
with  a  view  to  improved  Organ  Playing.  By  Terence  White. 
With  54  music  examples.    Demy  8vo,  paper  covers,  4/-. 

THE  ORGAN  AS  VIEWED  FROM  WITHIN.  A  Practical 
Handbook  on  the  Mechanism  of  the  Organ.  By  John  Broad- 
house.  With  over  fifty  Illustrations.  Crown  8vo,  cloth,  1 5/-. 
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THE  ORGAN  FIFTY  YEARS  HENCE.  A  Study  of  its  Develop- 
ment in  the  Light  of  its  Past  History  and  Present  Tendencies. 
By  Francis  Burgess,  F.S.A.,  Scot.,  1908.    Demy  8vo.  3/-. 

ORGAN  OF  THE  ANCIENTS  FROM  EASTERN  SOURCES 

(Hebrew,  Syriac  and  Arabic).  By  Henry  George  Farmer, 
M.A.y  Ph.D.,  Carnegie  Research  Fellow.  Foreword  by  Canon 
F.  W.  Galpin.   With  numerous  Illustrations.   8vo,  cloth,  35/-. 

THE  ORGAN,  WRITINGS  AND  OTHER  UTTERANCES  ON 
ITS  STRUCTURE,  HISTORY,  PROCURAL,  CAPABILIT- 
IES, ETC.  By  F.  W.  Warman.  Four  Parts  (A  to  Nou>  the 
rest  unprinted),  royal  8vo,  paper  covers,  1 5/-. 

The  parts  advertised  above  are  all  that  have  been  published,  as 
the  untimely  death  of  Mr.  Warman  prevented  the  completion  of 
the  work.  The  book  is  a  mine  of  information  for  those  keen  on 
organ  subjects.  The  author  devoted  the  best  part  of  his  life  to 
compiling  the  work  and  collecting  material  for  his  subject. 

REFORM  IN  ORGAN  BUILDING.    By  Thomas  Casson.    Demy 

8vo,  2/6. 

SOME  CONTINENTAL  ORGANS  and  their  Makers.  With 
Specifications  of  many  of  the  fine  Examples  in  Germany  and 
Switzerland.   By  James  I.  Wedgwood.   Post  8vo,  cloth,  6/6. 

TECHNICS  OF  ORGAN  TEACHING.  A  Handbook  which 
treats  of  Special  Points  in  Organ  Teaching  Examinations, 
together  with  Test  Questions.  By  R.  A.  Jevons.  Boards,  3/6. 

TECHNICS  OF  THE  ORGAN.  An  Illuminative  Treatise  on 
many  Points  and  Difficulties  connected  therewith.  Special 
Treatment  of  Rhythm,  Minimisation  of  the  Use  of  Accessories, 
Extemporisation,  Expressive  Regulation  of  Organ  Tone  and 
Accompaniment.  By  Edwin  Evans,  F.R.C.O.  With  over  100 
Music  Examples.    4to,  cloth,  12/6. 
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THE  APPROACH  TO  LISZT.  A  Course  of  Modern  Tonal- 
Technique  for  the  Piano,  in  the  form  of  Graded  Studies  from 
the  Moderately  Difficult  to  the  Master  Stage.  By  Herbert 
Westerby,  Mus.Bac.  Lond.,  F.R.C.O.,  etc.    Folio,  5/6. 

Preliminary  Studies  in  Touch  and  Phrasing  in  all  Keys. 
Based  on  the  Scales  and  Broken  Chords. 

Intermediate  Studies  in  Sequential,  Wrist  and  Preparatory 
Arpeggio  Work  in  the  Black  and  White  Key  Positions. 

Advanced  Sequential  Studies  on  the  Black  Keys,  with 
Sixteen  Excerpts  from  Liszt's  Piano  Works.  The  Master 
Works :  Fifty-eight  Excerpts  from  Liszt. 

THE  ART  OF  TUNING  THE  PIANOFORTE.  A  New  Compre- 
hensive Treatise  to  enable  the  Musician  to  Tune  his  Piano 
upon  the  System  founded  on  the  Theory  of  Equal  Tempera- 
ment. By  Hermann  Smith.  New  Edition,  Revised.  Crown 
8vo,  boards,  8/6. 

THE  ARTIST  AT  THE  PIANO.  Essays  on  the  Art  of  Musical 
Interpretation.   By  George  Woodhouse.   8vo,  cloth,  5/6. 

The  celebrated  pianist,  Paderewski,  after  reading  the  manuscript 
of  this  stimulating  volume,  wrote:  "The  booklet  is  quite  a  remark- 
able work  and  a  really  valuable  contribution  to  the  philosophy  of 
pianistic  art." 

THE  BYRD  ORGAN  BOOK,  for  Piano  or  Organ.  A  Collection 
of  21  Pieces  (Pavans,  Galliards,  etc.),  by  William  Byrd,  1543- 
1623,  edited  from  the  Virginal  MSS.,  and  now  first  published 
in  Modern  Notation.   By  M.  H.  Glyn.   7/6. 

DELIVERY  IN  THE  ART  OF  PIANOFORTE  PLAYING,  On 

Rhythm,    Measure,   Phrasing,   Tempo.      By   C.   A.   Ehren- 
fechter.   Crown  8vo,  cloth,  6/-. 

THE  DEPPE  FINGER  EXERCISES  for  Rapidly  Developing  an 
Artistic  Touch  in  Pianoforte  Playing,  Carefully  Arranged, 
Classified  and  Explained  by  Amy  Fay  (Pupil  of  Tausig, 
Kullak,  Liszt  and  Deppe).  Folio,  English  or  Continental 
Fingering,  2/-. 

EXTEMPORISING  AT  THE  PIANO  MADE  EASY.  A  Manual 
for  Beginners  in  Musical  Composition.  Hints  and  Aids  for 
the  "From  Brain  to  Keyboard"  Composer.  By  Rev.  E.  H. 
Melling,  F.R.C.O.    8vo,  2/-. 
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HOW  TO  ACCOMPANY  AT  THE  PIANO.  By  Edwin  Evans. 
(Plain  Accompaniment,  Figurated  Accompaniment  and 
Practical  Harmony  for  Accompanists.)  172  Music  Examples. 
Crown  8vo,  cloth,  7/6. 

HOW  TO  PLAY  110  FAVOURITE  PIANO  SOLOS.  Being  the 
4  Series  complete  in  1  vol.  of  "Well-Known  Piano  Solos:  How 
to  Play  them  with  Understanding,  Expression  and  Effect."  By 
Charles  W.  Wilkinson.    Crown  8vo,  cloth,  12/6. 

HOW  TO  STUDY  THE  PIANOFORTE  WORKS  OF  THE 
GREAT  COMPOSERS.  By  Herbert  Westerby,  Mus.Bac. 
Handel,  Bach,  Haydn,  Scarlatti,  Mozart,  Clementi,  C.  P.  E. 
Bach,  Beethoven.  With  123  Musical  Examples.  Crown  8vo, 
cloth,  12/6. 

The  following  issued  singly,  paper  covers: 

Handel,  1/-;  D.  Scarlatti,  1/-;  J.  S.  Bach,  1/6;  C.  P.  E. 
Bach  and  Haydn,  1/-;  Clementi,  1/-;  Mozart,  1/6. 

INDIVIDUALITY   IN    PIANO   TOUCH.      By   Algernon    H. 

Lindo  and  J.  Alfred  Johnstone.  Crown  8vo,  2/6. 

INTRODUCTION  TO  RUSSIAN  PIANO  MUSIC.  By  Herbert 
Westerby,  Mus.Bac. Land.,  F.R.C.O.,  L.Mus.T.C.L.,  If-. 

NATURAL  TECHNICS  IN  PIANO  MASTERY.  A  Complete 
and  authoritative  Manual,  covering  every  Phase  of  Piano 
Playing  and  Study — tracing  in  simple  Steps  for  the  Student's 
Guidance  the  aesthetic  Steps  as  well  as  the  technical  Problems 
leading  from  Beginning  Stages  to  Concert  Artistry.  By  Jacob 
Eisenberg.    55  illustrations.    Crown  8vo,  cloth,  12/6. 

PIANOFORTE  TEACHER'S  GUIDE.  By  L.  Plaidy.  Translated 
by  F.  R.  Ritter.  Crown  8vo,  boards,  3/-;  paper,  2/-. 

REEVES'  VAMPING  TUTOR.  Art  of  Extemporaneous  Ac- 
companiment, or  Playing  by  Ear  on  the  Pianoforte,  Rapidly 
Enabling  anyone  having  an  Ear  for  Music  (with  or  without 
any  Knowledge  of  Musical  Notation)  to  Accompany  with 
Equal  Facility  in  any  Key.  Practical  Examples.  By  Francis 
Taylor.    Folio,  2/-. 

THE  STUDENT'S  GUIDE  TO  THE  ART  OF  TEACHING  THE 
PIANOFORTE.  By  Cyril  R.  H.  Horrocks,  L.R.A.M., 
L.T.C.L.,  A.R.C.M.  With  an  Extensive  and  Carefully  Graded 
List  of  Studies  and  Course  of  the  Great  Masters.  Numerous 
Musical  Examples.  Second  edition,  Revised.  Crown  8vo 
cloth,  10/-. 

A  SYSTEM  OF  STUDY  OF  SCALES  AND  CHORDS.  Being 
Chapters  on  the  Elements  of  Pianoforte  Technique.  By  B. 
Vine  Westbrook,  F.R.C.O.  Numerous  Examples.  Revised 
edition.   8vo,  3/-. 
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TECHNICAL  STUDY  IN  THE  ART  OF  PIANOFORTE  PLAY- 
ING (Deppe's  Principles).    By  C.  A.  Ehrenfechter.    With 
numerous  music  examples.     Fourth  Edition.     Crown  8vo, 
cloth,  6/-. 
Contents:  Position — Arm — Wrist — Fingers;  Touch  (Tone  Pro- 
duction); Legato;  Equality  of  Tone;  Tension  and  Contraction; 
Five  Finger  Exercises;  Skips;  The  Scale;  Arpeggio  Chords;  Firm 
Chords;  High  Raising  of  the  Arm;  Melody  and  its  Accompani- 
ment; Connection  of  Firm  Chords;  The  Tremolo;  The  Shake 
(Trill);  The  Pedal;  Fingering. 

TOUCH,  PHRASING  AND  INTERPRETATION.   By  J.  Alfred 

Johnstone.  Crown  8vo,  cloth,  6/-. 


TECHNICAL  AND  THEORETICAL 


THE  ART  OF  MODULATING.  A  Series  of  Papers  on  Modulating 
at  the  Pianoforte.  By  Henry  C.  Banister.  With  62  Music 
Examples.   Crown  8vo,  cloth,  6/-;  paper  covers,  3/6. 

THE  ART  OF  MODULATION.  A  Handbook  showing  at  a 
Glance  the  Modulations  from  one  Key  to  any  other  in  the 
Octave,  consisting  of  1,008  Modulations.  For  the  Use  of 
Organists  and  Musical  Directors.  Edited  by  Carli  Zoeller. 
4to,  paper  covers,  5/-. 

COMPEND  OF  MUSICAL  KNOWLEDGE.  By  Percy  Baker, 
F.R.C.O.,  L.Mus.T.C.L.  Being  a  Guide  with  Notes,  Hints 
and  Articles  on  the  Study  of  Examination  Questions.  Crown 
Bvo,  cloth,  61- ;  paper,  3/6. 

ELEMENTARY  MUSIC.  A  Book  for  Beginners.  By  Dr.  West- 
brook.  With  Questions  and  Vocal  Exercises.  Crown  8vo, 
cloth,  4/-;  paper,  2/-. 

ESSENTIALS    IN    MUSIC    STUDY    FOR    EXAMINATIONS. 

A  Helpful  Guide  both  for  the  General  Student  and  Candidates 
for  Junior  and  Intermediate  Examinations.  By  Rev.  E.  H. 
Melling,  F.R.C.O.    Cloth,  5/-;  paper  covers,  2/6. 

EXAMINATION  CANDIDATE'S  GUIDE  to  Scale  and  Arpeggio 
Piano  Playing  (with  Tests).  All  that  is  required  for  the  Various 
Exams.   By  Wilson  Manhire,  L.R.A.M.   3/-. 

EXAMINATION  TEST  QUESTIONS.  Containing  spaces  for 
the  Pupils'  Written  Answers.  By  Walter  L.  Twinning, 
F.R.C.O.  No.  1,  Musical  Notation  and  Time;  No.  2,  Forma- 
tion of  Scales;  No.  3,  Ornaments;  No.  4,  Intervals,  9d.  each. 

EXERCISES  IN  FIGURED  BASS  AND  MELODY  HARMON- 
IZATION. By  James  Lyon,  Mus.Doc.  4to,  3/6. 

EXAMPLES  OF  FOUR-PART  WRITING  FROM  FIGURED 
BASSES    AND    GIVEN    MELODIES.      By   James   Lyon, 

Mus.Doc.   4to,  5/6. 
These  exercises  are  printed  in  open  score  so  as  to  be  of  use  in 
score  reading  tests.     This  volume  forms  a  key  to  "Exercises  in 
Figured  Bass"  by  the  same  author  (see  above). 

EXERCISES  ON  GENERAL  ELEMENTARY  MUSIC.  A  Book 
for  Beginners.    By  K.  Paige.   Part  I,  1/6;  Part  II,  2/-. 
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GUIDE  FOR  THE  YOUNG  COMPOSER.  Hints  on  the  Art 
of  Composition,  with  Examples  of  Easy  Application.  By 
Rev.  E.  H.  Melling,  F.R.C.O.  Cloth,  5/-;  paper  covers,  2/6. 

HANDBOOK  OF  MUSICAL  FORM.  For  Instrumental  Plavers 
and  Vocalists.  By  E.  van  der  Straeten.  With  Musical 
Examples,  205  pages.  Crown  8vo,  cloth,  6/6;  paper,  4/-. 

THE  HARMONISING  OF  MELODIES.  A  Textbook  for  Students 
and  Beginners.  By  H.  C.  Banister.  Third  Edition,  with 
numerous  Music  Examples.    Crown  8vo,  limp  cloth,  5/-. 

HARMONY,  EASILY  AND  PROGRESSIVELY  ARRANGED. 

Presenting  in  a  Simple  Manner  the  Elementary  Ideas  as 
well  as  the  Introduction  to  the  Study  of  Harmony.  With  about 
300  Music  Examples  and  Exercises.  By  Paul  Colberg. 
Crown  8vo,  cloth  7/6;  paper  covers,  3/6. 

HOW   TO   COMPOSE   WITHIN   THE   LYRIC   FORM.      By 

Edwin  Evans,  F.R.C.O.  Described  for  the  General  Reader, 
Practically  Exemplified  for  the  Musician  and  Reduced  to 
Precept  for  the  Student.  With  60  Music  Examples.  Crown 
8vo,  cloth,  6/-. 

HOW  TO  HARMONIZE  MELODIES.  With  Hints  on  Writing 
for  Strings  and  Pianoforte  Accompaniments.  By  J.  Henry 
Bridger,  Mus.Bac.  With  Music  Examples.  Crown  8vo, 
cloth,  6/-. 

HOW  TO  MEMORISE  MUSIC.  By  C.  F.  Kenyon.  With 
numerous  Music  Examples.   Crown  8vo,  cloth,  6/-. 

HOW  TO  PLAY  FROM  SCORE.  Treatise  on  Accompaniment 
from  Score  on  the  Organ  or  Piano.  By  F.  Fetis.  Translated 
by  A.  Whittingham.  With  forty  pages  of  Examples.  Crown 
8vo,  cloth,  7/6. 

This  popular  and  useful  book  might  have  been  entitled  "The  Art 
of  Making  Arrangements  for  the  Organ  or  Pianoforte  from  Full 
Orchestral  and  Other  Scores."  It  contains  all  that  is  necessary  to 
know  upon  this  subject. 

THE  MODAL  ACCOMPANIMENT  OF  PLAIN  CHANT.     A 

Practical  Treatise.  By  Edwin  Evans,  Senior,  F.R.C.O. 
Part  I,  Theoretical;  Part  II,  Practical  School  of  Plain  Chant 
Accompaniment,  consisting  of  240  Exercises,  with  an  Appendix 
of  Notes.   Crown  8vo,  cloth,  10/-. 

MODERN  CHORDS  EXPLAINED.  (The  Tonal  Scale  in  Harm- 
ony.) By  Arthur  G.  Potter.  Music  Examples  from  Debussy, 
Strauss  and  Bantock.   8vo,  cloth,  4/-;  paper  covers,  2/-. 
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MUSICAL  ACOUSTICS.  (Student's  Helmholtz),  or  the 
Phenomena  of  Sound  as  Connected  with  Music.  By  John 
Broadhouse.  With  more  than  100  Illustrations.  Fifth  Im- 
pression.   Crown  8vo,  cloth,  15/-. 

MUSICAL  ANALYSIS.  A  Handbook  for  Students.  By  H.  C. 
Banister.  With  Music  Examples.  Crown  8vo,  limp  cloth,  5/-; 
paper  covers,  2/6. 

MUSICAL    EXPRESSIONS,    PHRASES    AND    SENTENCES, 

with  their  Corresponding  Equivalents  in  French,  German  and 
Italian.    By  F.  Berger.    8vo,  cloth,  5/6. 

MUSICAL  PRONOUNCING  DICTIONARY.    By  Dr.  Dudley 

Buck.  Eighth  Edition,  with  the  Concise  Explanation  and 
Pronunciation  of  each  Term.  Edited  and  Revised  by  A. 
Whittingham.     Crown  8vo,   1/6. 

PRIMARY  COURSE  IN  THE  RUDIMENTS  OF  MUSIC,  With 

Hints  on  Answering  Questions  (Written  Work)  for  All  Exam- 
inations in  the  Primary.  Elementary  and  Preparatory  Grades. 
By  Wilson  Manhire,  L.R.A.M.,  etc.   2/-. 

600  QUESTIONS  AND  600  EXERCISES  IN  ELEMENTARY 
MUSICAL  THEORY.   By  W.  H.  Palmer.   Crown  8vo,  3/-. 

Intended  as  a  help  to  the  private  student  and  to  the  candidate  pre- 
paring for  the  several  musical  examinations. 

THE  RUDIMENTS  OF  GREGORIAN  MUSIC.     By  Francis 

Burgess,  F.S.A.,  Scot.  Crown  8vo,  limp  cloth,  2/6;  paper,  1/6. 

RUDIMENTS    OF    MUSIC,    Set    forth    in    Graded    Questions 

with    Answers,   for   Use   of  Candidates   preparing   for   the 

Examinations  of  R.A.M.,  R.C.M.  and  T.C.L.     By  B.  How- 

arth,  L.R.A.M.  and  A. R.C.M.   Crown  8vo,  2/-. 

The  Answers  are  always  on  the  right  hand  page  and  can  be 

covered  over  if  desired,  the  Questions  being  on  the  corresponding 

left  hand  pages. 

SCHUMANN'S  RULES  AND  MAXIMS  FOR  YOUNG  MUSI- 
CIANS.  Sewed,  6d. 

STEPS  IN  HARMONY.  With  Copious  Explanatory  Examples 
and  Graded  Test  Exercises.  A  Handbook  for  Students.  By 
Dr.  Churchill  Sibley.  With  Music  Examples  throughout. 
Crown  8vo,  boards,  6/-. 

THE  STUDENT'S  BOOK  OF  CHORDS.  With  an  Explanation  of 
their  Inversions  and  Resolutions.  By  Pascal  Needham. 
Crown  8vo,  1/6. 
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STUDIES  IN  HISTORICAL  FACTS  AND  MUSICAL  FORM. 

Being  a  Guide  and  Note  Book  for  a  more  Systematic  Pre- 
paration of  the  General  Knowledge  Papers  now  set  at  the 
Universities  and  Colleges  of  Music.  By  Percy  Baker.  Cloth, 
5/6;  paper,  3/-. 

STUDIES  IN  MODULATION  for  Practical  and  Theoretical 
Purposes.  By  Percy  Baker,  F.R.C.O.,  etc.  3/-. 

102  TEST  QUESTIONS  ON  THE  GENERAL  RUDIMENTS  OF 
MUSIC.  In  Groups  of  Six  each  Lesson,  for  Written  or  Oral 
Use.  By  Wilson  Manhire,  L./?./4.M.  6d. 

THEORY  OF  MUSIC  FOR  YOUNG  MUSICIANS.  With 
Answers  given  to  all  the  Questions,  and  a  Dictionary  of 
necessary  Musical  Terms.    By  Mary  Sharp.    1/6. 

TRANSPOSITION  AT  SIGHT.  For  Students  of  the  Organ  and 
Pianoforte.  By  H.  E.  Nichol.  Fourth  Edition,  with  numerous 
Musical  Exercises.    Crown  8vo,  2/-. 

The  practice  of  transposing  upon  the  lines  here  laid  down 
develops  the  "mental  ear,"  quickens  the  musical  perception  and 
gives  ease  in  sight  reading;  as  it  is  evident  that,  if  the  student  can 
transpose  at  sight,  he  will  not  have  much  difficulty  in  merely  playing 
at  sight.  Free  use  is  made  of  the  tonic  sol-fa  as  well  as  the  standard 
notation  in  many  musical  examples. 


VIOLIN  AND 
STRINGED  INSTRUMENTS 


ADVICE  TO  VIOLIN  STUDENTS.  Containing  Information  of 
the  Utmost  Value  to  every  Violinist.  By  Wallace  Ritchie. 
Crown  8vo,  cloth,  7/6;  paper,  5/-. 

ART  OF  HOLDING  THE  VIOLIN  AND  BOW  AS  EXEM- 
PLIFIED BY  OLE  BULL.  His  Pose  and  Method  proved  to 
be  based  on  true  Anatomical  Principles.  By  A.  B.  Crosby, 
M.D.,  Professor  of  Anatomy.  Portrait,  Diagrams  and  Illustra- 
tions.   8vo,  cloth,  6/-. 

ART  OF  VIOLONCELLO  PLAYING.  Tutor  in  Three  Books. 
By  E.  van  der  Straeten.  Text  in  English  and  French.  4to. 
Book  I,  3/6;  Book  II,  4/-;  Book  III,  unpublished. 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS.  Including 
Performers  on  the  Violoncello  and  Double  Bass.  By  A. 
Mason  Clarke.  9  Portraits.   Post  8vo,  cloth,  21/-. 

BOW  INSTRUMENTS,  their  Form  and  Construction.  Practical 
and  Detailed  Investigation  and  Experiments  regarding  Vibra- 
tion, Sound  Results,  and  Construction.  By  J.  W.  Giltay. 
Numerous  Diagrams.    8vo,  cloth,  16,/-. 

CHATS  WITH  VIOLINISTS.  By  Wallace  Ritchie.  Crown  8vo, 
cloth,  8/6. 

GERMAN  VIOLIN  MAKERS.  By  Fridolin  Hamma.  A  Critical 
Dictionary  of  German  Violin  Makers  with  a  Series  of  Plates 
Illustrating  Characteristic  and  Fine  Examples  of  their  Work. 
Translated  by  Walter  Stewart.  64  pages  of  text  and  80  plates 
in  half-tone,  12  x  10  inches,  cloth,  105/-. 

This  book  is  written  by  one  of  the  most  prominent  experts  in 
Europe,  this  status  assuring  the  importance  of  his  contribution  to 
violin  connoisseurship. 

About  80  fine  German  instruments  are  represented  in  the  plates 
of  this  book,  the  majority  by  two  views,  whilst  many  are  extra- 
illustrated  by  separate  scroll  pictures.  Good,  representative 
examples  of  the  German  masters  were  selected  for  the  purpose  of 
providing  the  most  informative  illustrations,  and  a  short  descriptive 
general  treatment  accompanies  each  maker's  name  in  the  text. 
The  arrangement  of  the  text  is  on  an  alphabetical  plan. 

Fridolin  Hamma's  book  is  one  of  the  most  important  contribu- 
tions of  our  time  to  violin  literature,  a  work  which  no  connoisseur 
or  maker  should  miss. 
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THE  HISTORY  OF  THE  VIOLIN  and  other  Instruments  Played 
on  with  the  Bow  from  the  Remotest  Times  to  the  Present. 
Also  an  Account  of  the  Principal  Makers.  Coloured  Frontis- 
piece and  numerous  Illustrations  and  Figures.  By  W.  Sandys, 
F.S.A.,  and  S.  A.  Forster.   Demy  8vo,  cloth,  35/-. 


This  well-known  book,  first  published  in  1864,  is  especially 
valuable  in  connection  with  the  instrument  makers  of  the  English 
school,  and  is  the  chief  literary  source  of  information  concerning 
our  old  native  craftsmen.  It  is  good  to  bear  in  mind  that  as  Simon 
Forster  was  a  skilled  and  experienced  instrument  worker,  the 
technical  notes  to  be  discovered  in  the  pages  of  this  book  in  which 
he  collaborated  are  worthy  of  attention. 

HOW  TO  MAKE  A  VIOLIN.  By  J.  Broadhouse.  Revised 
Edition.  Folding  Plates  and  many  Diagrams,  Figures,  etc. 
Crown  8vo,  cloth,  10/6. 

Contents:  Introduction — The  Parts  of  the  Violin — On  the 
Selection  of  Wood — The  Tools  required — The  Models — The 
Mould — The  Side-pieces  and  Side  Linings — The  Back — Of  the 
Belly — The  Thickness  of  the  Back  and  Belly — The  Bass  Bar — The 
Purfling — The  Neck — The  Finger-board — The  Nut  and  String 
Guard — Varnishing  and  Polishing — Varnishes  and  Colouring 
Matter — The  Varnish — A  Mathematical  Method  of  Constructing 
the  Outline — The  Remaining  Accessories  of  the  Violin. 

HOW  TO  PLAY  THE  FIDDLE.  For  Beginners  on  the  Violin. 
By  H.  W.  and  G.  Gresswell.  Eighth  Edition.  Crown  8vo, 
2  parts,  paper  covers,  1/6  each. 

HOW  TO  REPAIR  VIOLINS  and  other  Musical  Instruments. 
By  Alfred  F.  Common.    With  Diagrams.    Crown  8vo,  cloth, 

8/6. 

AN  IMPORTANT  LESSON  TO  PERFORMERS  ON  THE 
VIOLIN.  By  the  Celebrated  TARTINI.  Portrait.  Translated 
by  Dr.  Burney,  issued  originally  in  1779,  together  with  the 
original  Italian.  8vo,  boards,  6/-. 

INFORMATION  FOR  PLAYERS,  Owners,  Dealers  and  Makers 
of  Bow  Instruments,  also  for  String  Manufacturers.  Taken 
from  Personal  Experiences,  Studies  and  Observations.  By 
William  Hepworth.    Crown  8vo,  cloth,  8/6. 

A  MUSICAL  ZOO.  Twenty-four  Illustrations  displaying  the 
Ornamental  Application  of  Animal  Forms  to  Musical  Instru- 
ments (Violins,  Viol  da  Gambas,  Guitars,  Pochette,  Serpent, 
etc.).  Drawn  from  the  Carved  Examples  by  Henry  Saint- 
George.   Cloth,  6/-;  paper,  3/6. 
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NOTABLE  VIOLIN  SOLOS:  How  to  Play  Them.  Three  Series 
(consisting  of  44  descriptive  Articles  in  all).  By  E.  van  der 
Straeten.  2/6  ^ach  series.  Also  complete  in  boards,  with 
Portraits,  15/-. 

NOTICE  OF  ANTHONY  STRADIVARI.  By  F.  J.  Fetis. 
Demy  8vo,  cloth,  25/-. 

OLD  VIOLINS  AND  VIOLLN  LORE,  Famous  Makers  of  Cre- 
mona and  Brescia,  and  of  England,  France  and  Germany 
(with  Biographical  Dictionary),  Famous  Players,  and  Chapters 
on  Varnish,  Strings  and  Bows,  with  13  full-page  plates.  By 
H.  R.  Haweis.   Demy  8vo,  cloth,  25/-. 

A  delightful  informal  account  of  famous  makers,  players  and 
collectors.  In  matters  pertaining  to  old  violins,  the  author  is  known 
as  a  specialist  and,  moreover,  one  who  writes  in  a  pleasant  flowing 
style,  which  cannot  be  said  of  all  specialists.  He  discourses  about 
Italian,  French  and  English  violins,  about  varnish,  strings,  bows, 
violin  dealers,  collectors  and  amateurs.  There  are  some  fine  plates, 
a  dictionary  of  violin  makers  and  a  bibliography.  This  book  is  one 
for  reading,  and  also  for  reference,  and  in  its  lighter  pages  for 
recreation. 

PLAYING  AT  SIGHT  FOR  VIOLINISTS  and  Others  in  an 
Orchestra.  Valuable  Hints  and  Aids  for  its  Mastery.  By 
Sydney  Twinn.    Post  8vo,  3/-. 

70  PREPARATORY  VIOLIN  EXERCISES  for  Beginners  in  the 
First  Position,  carefully  Graduated,  Supplementary  to  the 
First  Instruction  Book.  By  Wilson  Manhire,  L.R.A.M., 
A.R.C.M.,  etc.   2/6. 

ROYSTON'S  PROGRESSIVE  VIOLIN  TUTOR  (with  Illustra- 
tions giving  Correct  Position  for  Hand,  Wrist  and  Fingers). 
Folio,  3/-. 

SKETCHES  OF  GREAT  PIANISTS  AND  GREAT  VIOLINISTS. 

Biographical  and  Anecdotal,  with  Account  of  the  Violin  and 
Early  Violinists.  Viotti,  Spohr,  Paganini,  De  Beriot,  Ole  Bull, 
Clementi,  Moscheles,  Schumann  (Robert  and  Clara),  Chopin, 
Thalberg,  Gottschalk,  Liszt.  By  G.  T.  Ferris.  Third  Edition. 
Crown  8vo,  cloth,  12/6. 

TONAL  SCALES  AND  ARPEGGIOS  FOR  VIOLIN.  Intro- 
ductory to  the  Unusual  Intonation  and  Finger-grouping  of 
Advanced  Modern  Music.    By  Sydney  Twinn.    Folio,  3/-. 
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TREATISE  ON  THE  STRUCTURE  AND  PRESERVATION  OF 
THE  VIOLIN  and  all  other  Bow  Instruments.  By  Jacob 
Augustus  Otto.  Together  with  an  Account  of  the  most  Cele- 
brated Makers  and  of  the  Genuine  Characteristics  of  their 
Instruments.  Translated  by  John  Bishop.  Fourth  Edition. 
Crown  8vo,  cloth,  12/6. 

The  author  of  this  book  on  the  structure  of  the  violin  was  at  one 
time  the  violin  maker  to  the  Court  of  the  Grand  Duke  of  Weimar. 
In  addition  to  over  thirty  years  practical  experience  in  the  repairing 
of  stringed  instruments,  he  had  a  sound  theoretical  knowledge  of 
music,  as  well  as  mathematics,  physics  and  acoustics. 

He  gives  detailed  information  on  the  construction  of  the  violin 
and  other  bow  instruments,  with  notes  on  how  to  distinguish 
between  genuine  Italian  instruments  and  spurious  imitations. 

The  book  also  includes  sections  on  the  care  of  instruments, 
strings,  bows,  rosin,  etc.  A  method  of  tracing  a  model  for  a  violin 
is  described. 

THE  VIOLIN  AND  OLD  VIOLIN  MAKERS.  Being  a  Historical 
and  Biographical  Account  of  the  Violin.  By  A.  Mason 
Clarke.  With  Facsimile  of  Labels  used  by  Old  Masters. 
Crown  8vo,  cloth,  10/-. 

THE  VIOLIN,  ITS  HISTORY  AND  CONSTRUCTION.  Illus- 
trated and  Described  from  many  Sources.  Together  with  a 
List  of  Italian  and  Tyrolese  Makers.  With  28  Illustrations  and 
folding  Examples  of  the  First  Music  issued  for  the  Lute, 
Fiddle  and  Voice.  By  Abele  and  Niederheitmann.  Translated 
by  J.  Broadhouse.   Crown  8vo,  cloth,  12/6. 

VIOLIN  MANUFACTURE  IN  ITALY  and  its  German  Origin. 
By  Dr.  E.  Schebek.  Translated  by  W.  E.  Lawson.  Second 
Edition.   Square  12  mo,  cloth,  6/-;  paper,  3/6. 

VIOLIN  TECHNICS,  or  How  to  Become  a  Violinist.  Exact 
Instructions,  Step  by  Step,  for  its  Accomplishment  with  or 
without  a  Teacher.  By  "First  Violin."  3/-. 

VIOLINIST'S  ENCYCLOP/EDIC  DICTIONARY.  Containing 
the  Explanation  of  about  4,000  Words,  Phrases,  Signs,  Refer- 
ences, etc.,  Foreign,  as  well  as  English,  used  in  the  Study  of 
the  Violin,  and  also  by  String  Players  generally,  by  F.  B. 
Emery,  M.A.  New  and  enlarged  edition.  246  pp.,  crown  8vo. 
Cloth,  12/6;  or  printed  on  India  paper,  suitable  for  student  or 
travel,  15/-. 

WELL-KNOWN  VIOLONCELLO  SOLOS.  How  to  Play  Them. 
Three  Series.  By  E.  van  der  Straeten.  2/6  each  series.  Also 
complete  in  cloth,  with  Portraits,  15/-. 
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THE  AMATEUR  VOCALIST.  A  Guide  to  Singing.  With  Useful 
Hints  on  Voice  Production,  Song  Preparation,  etc.  By  Walter 
L.  Twinning,  F.R.C.O.   Post  8vo,  limp  cloth,  2/-. 

THE  ART  OF  VOCAL  EXPRESSION.  A  Popular  Handbook 
for  Speakers,  Singers,  Teachers  and  Elocutionists.  By  the 
Rev.  Chas.  Gib.  Crown  8vo,  cloth,  5/-;  paper,  2/6. 

THE  CENTRAL  POINT  IN  BEAUTIFUL  VOICE  PRODUC- 
TION.   By  H.  Travers  Adams,  M.A.    Cloth,  2/6. 

ELEMENTARY  LESSONS  ON  SIGHT  SINGING.  Combining 
the  Staff  and  Tonic  Sol-fa  Notations.  With  Music  Examples 
throughout.  By  J.  W.  Rossington,  L.R.A.M.  Cloth,  3/6; 
paper,  2/-. 

HOW  TO  ATTAIN  THE  SINGING  VOICE,  or  Singing  Shorn 
of  its  Mysteries.  A  Popular  Handbook  for  those  desirous  of 
winning  Success  as  Singers.  By  A.  Richards  Broad.  Crown 
8vo,  boards,  6/-. 

HOW  TO  SING  AN  ENGLISH  BALLAD.  By  E.  Philp.  Eighth 
Edition.   Crown  8vo,  paper,  1/-. 

HOW  TO  TEACH  CLASS  SINGING,  and  a  Course  of  Outline 
Lessons  which  illustrate  the  psychological  principles  upon  which 
successful  tuition  is  based.  By  Granville  Humphreys, 
Professor  of  the  Art  of  Teaching,  Voice  Production,  etc.,  at 
the  T.S.-F.C;  late  Lecturer  in  Class  Singing  at  the  Training 
School  for  Music  Teachers.  Numerous  Music  Illustrations. 
Cloth,  10/-. 

OBSERVATIONS  ON  THE  FLORID  SONG.  Or  Sentiments 
on  the  Ancient  and  Modern  Singers.  By  P.  F.  Tosi.  Translated 
by  Mr.  Galliard.  With  folding  Music  Examples.  184  pages. 
A  Reprint  of  this  Celebrated  Book,  first  published  in  1743. 
Crown  8vo,  boards,  with  vellum-like  back.   21/-. 

SIMPLICITY  AND  NATURALNESS  IN  VOICE  PRODUC- 
TION.    A  Plea  and  an  Argument.     By  Edwin  Wareham. 

Crown  8vo,  cloth,  2/6. 

SPEECH  DISTINCT  AND  PLEASING,  or  Why  not  Learn  to 
Speak  Correctly?  A  clear  description  of  the  mental  and 
physical  qualities  on  which  the  art  of  good  speaking  is  founded. 
By  Frank  Philip.  162  pages,  Crown  8vo,  cloth,  7/-;  paper 
covers,  4/-. 
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SUCCESS  IN  AMATEUR  OPERA.  Instructions  on  Auditions, 
Equipment  of  the  Society  and  the  Conductor,  Allocation  of 
Roles,  Rehearsals,  Training  of  Soloists,  Diction,  Conducting, 
etc.  By  Hubert  Brown.  Including  a  Section  on  Stage  Manage- 
ment, by  H  G.  Toy.  Crown  8vo,  cloth,  6/-. 

TEXTBOOK  OF  VOCAL  TRAINING  AND  PREPARATION 
FOR  SONG  INTERPRETATION.  With  a  Section  showing 
how  to  Determine  Accurately  by  Pitch  and  Curve  Graphs  the 
special  Suitability  of  Songs  selected  for  particular  Vocal 
Requirements.  Music  Illustrations  and  Descriptive  Diagrams. 
By  Frank  Philip.  8vo,  cloth,  15/-. 

THE  THROAT  IN  ITS  RELATION  TO  SINGING.  By  Whit- 
field Ward,  A.M.,  M.D.  Illustrations.  Crown  8vq,  cloth,  5/-. 

TREATISE  ON  THE  TRAINING  OF  BOYS*  VOICES.  With 
Examples  and  Exercises  and  Chapters  on  Choir-Organization. 
Compiled  for  the  Use  of  Choirmasters.  By  George  T.  Flem- 
ing.   Second  Edition.    Crown  8vo,  cloth,  5/-;  paper,  2/6. 

TWELVE  LESSONS  ON  BREATHING  AND  BREATH 
CONTROL  for  Singers,  Speakers  and  Teachers.  By  George  E. 
Thorp.    Crown  8vo,  paper  covers,  3/-. 

TWENTY  LESSONS  ON  THE  DEVELOPMENT  OF  THE 
VOICE.  For  Singers,  Speakers  and  Teachers.  By  G.  E. 
Thorp.    Crown  8vo,  limp  cloth,  2/6. 

THE  VOICE  AND  SINGING.  Practically  Explained,  Condensed 
but  Comprehensive  Treatise,  designed  principally  for  Students 
and  Amateurs,  by  an  Experienced  Singer  and  Teacher  (C.  W. 
Palmer).  Cloth,  5/-;  paper,  2/6. 

VOCAL  SCIENCE  AND  ART.  Hints  on  Production  of  Musical 
Tone.  By  Rev.  Chas.  Gib.  The  Boy's  Voice,  Muscular 
Relaxation,  Art  of  Deep  Breathing,  Elocution  for  Ordination 
Candidates.  Crown  8vo,  cloth,  6/-. 

VOCAL  SUCCESS,  or  Thinking  and  Feeling  in  Speech  and  Song, 
including  a  Chapter  on  Ideal  Breathing  for  Health.  By  the 
Rev.  Chas.  Gib.    Crown  8vo,  cloth,  5/-;  paper  covers,  2/6. 

VOICE  PRODUCTION  FOR  ELOCUTION  *  AND  SINGING. 

By  Rev.  E.  H.  Melling.  Music  Examples.  31  pages,  f  cap  8vo, 
cloth,  4/-;  paper  covers,  2/-. 
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